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ABSTRACT
This study provides an introduction to the music of the Greek composer Yannis A. 
Papaioannou (1910-1989) up to 1960 through detailed analytical examination of his 
music for solo piano. This repertoire demonstrates the main elements of the 
continuous rethinking of his music and thus a diachronic approach is adopted (the 
post-1960 music for piano is not entirely representative of his music of the period). 
Although the wider framework of Papaioannou’s stylistic evolution can be 
summarized as the abandonment of a style in which tonal elements played a central 
role for the gradual assimilation of twelve-note elements in his post-1950 music, the 
detailed analysis of specific works demonstrates that this framework presents only a 
partial picture of his pre-1960 music.
In order to pursue an understanding of the changes in Papaioannou’s music two 
contexts are examined diachronically through the study: issues of Papaioannou’s 
biography and the Greek musical context. While the contextualization of 
Papaioannou’s music up to 1950 draws on the Work of previous commentators on 
history of Greek ‘art’ music, his post-1950 rethinking of his music is assessed within 
a discussion of contemporaiy texts (critiques, discussions and interviews published in 
the press) which demonstrates the notions that lay behind the advent of ‘modernist’ 
idioms in Greece.
The analysis of pre-1950 music focuses on the interaction of pentatonic, whole-tone, 
modal and tonal elements in the articulation of form. The analysis of his twelve-note 
piano music demonstrates issues of continuity with his previous music and focuses on 
the most important common characteristic in his three twelve-note piano works: the 
reinterpretation of traditional formal prototypes by aspects of serial structure and by 
other parameters, such as rhythm, texture, register and pc priority. The analyses of 
both ‘tonal’ and twelve-note Papaioannou’s repertoires for piano demonstrate a stable 
focus on motivic working. Thus, in underlining this thread of continuity, the study 
ends with a discussion of the notion of motivic unity as part of a wider critical account 
of the notion of organicism in Papaioannou’s texts and music.
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Conventions and Abbreviations
All the material of the Papaioannou Archive, which is part of the Historical Archives 
of the Benaki Museum in Athens, is organized in files and boxes, apart from the 
Sound and Photographic Archives. Throughout the present study, reference to 
research material is clarified by citing the number or the title (when needed) of the file 
or the box preceded by the initials P.A. for the Papaioannou Archive. In the cases in 
which the boxes consist of many entitles files, reference is also made to the file. 
Reference to the Library of Papaioannou which has been donated to the Department 
of Music Studies of the Ionian University is made by the initials P.L..
Because of fi-equent reference to Yannis A. Papaioannou: Complete Catalogue o f  
Works in its most recent edition (Moschos/Xanthoudakis/Deniosos 1999), reference to 
this is abbreviated to Catalogue. The numbering of each entry in the Catalogue is 
preceded by the initials AKI, which correspond to the Greek words for ‘IRMA 
Catalogue Number’ (IRMA is the Institute of Research on Music and Acoustics that 
participated in the project of compiling the catalogue). Throughout the present study 
reference to Papaioannou’s works is followed by the reference to its AKI number and 
the chronology of its completion. Wherever the results of my research do not agree 
with the chronology or other information given in the Catalogue I propose changes 
for a future edition. Moreover, in the English translation of the titles of Papaioannou’s 
works I follow the spelling of the Catalogue.
Musical examples and figures in Appendices I and II are numbered sequentially for 
each chapter; thus Ex. 4.1 indicates the first example of Chapter Four. When reference 
is made to an event which does not coincide with the beginning of the bar this is 
designated as: 2ii, which indicates the second beat of bar two. The abbreviations r.h. 
and l.h. are used in order to signify events played by the right or left hand 
respectively.
VI
Despite the fact that even in the music of Papaioannou’s ‘tonal’ period in most of the 
cases the pc material relies mainly on modal collections and much of the harmony 
does not follow the normative functions of tonality, I use lowercase letters and Roman 
numerals for minor or diminished sonorities and uppercase for major or augmented 
sonorities. Arabic numbers are employed to indicate scale degrees, while upper case 
letters are used for the sections of a movement.
The twelve-note series are numbered as P-0 -  P-11,1-O -  I-l 1 (the inverted form), R- 
0-R-l 1 (the retrograde form) and RI-O-RI-11 (the inverted form of the retrograde); P- 
0 signifies the prime form of the series in the pitch level of its first appearance in the 
work. The members of the series are designated by order numbers {1} to {12}. T7 
indicates the transposition of some motive or a whole section at an interval of perfect 
fifth, etc. For the designation of pitch-class (pc) sets I follow Allen Forte’s (1973) 
nomenclature.
For the presentation of notes I have used Helmholtz notation:
Cl indicates the C three octaves below the middle C 
C indicates the C two octaves below the middle C 
c indicates the C one octave below the middle C 
c^  indicates the middle C,
c^  indicates the C one octave above the middle C, etc.
Distinction between the two whole-tone collections is made by referring to them as 
whole-tone (w-t) collection I or II. Whole-tone collection I comprises the following 
pitches: C D E F# G# A#. Whole-tone collection II comprises the following pitches: 
C# D # F G A B .
In the graphs which use an adapted Schenkerian notation, the greater the durational 
value of a note-head the greatest its structural significance in the context it appears. 
Moreover, dotted slurs connect notes of the same pitch or pc without implying 
prolongation in Schenkerian terms, while slurs indicate stepwise motion or ways of 
hearing a particular passage or movement with regard to the aural experience of 
tonality (indicating, for example, local or larger-scale fifth motions in the bass).
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CHAPTER ONE
Prologue
My aim in the present study is to provide an introduction to the music of the Greek 
composer Yannis A. Papaioannou (1910-1989) up to 1960 through detailed analytical 
examination of his music for piano solo. Since Papaioannou’s music of these years is 
characterized by changes of orientation with regard to style and technique (the most 
obvious being the gradual assimilation of twelve-note elements in his post-1950 
music and the abandonment of a style in which tonal elements had played a central 
role) a diachronic approach has been deemed the most suitable and interesting.^ 
Particularly interesting is the fact that although Papaioannou’s stylistic evolution from 
‘tonal’ to ‘atonal’ idioms can be initially perceived and described as another 
demonstration of the evolutionary model from tonality to atonality that has been 
cultivated in the historiography of Western music,^ not all of his music fits into this 
frame: more particularly, the diatonic simplicity and the clarity in terms of tonal 
centre of much of his music of the years 1944-1946 deviates from the much more 
tonally ambiguous harmony of his music of the previous years and thus it cannot be 
perceived within the overall evolutionary picture. In order to point to a possible 
understanding of this aspect but also of the formation of the style of Papaioannou’s 
early music and of the motivations behind his turn to atonal idioms, two wider 
contexts are also examined diachronically throughout the study: issues of 
Papaioannou’s biography and the Greek musical context, the investigation of the latter 
focusing on the main ideas and notions that shaped the prevalent stylistic conflicts in 
Greek ‘art’ music up to 1960.
The present study is part of the increasing research interest in Greek ‘art’ music, 
belonging, more specifically, to the growing analytical literature on the music of 
Greek composers.^ The close analytical approach responds, I believe, to the need to
* The reasons for not examining Papaioannou’s post-1960 piano repertoire are discussed in page 6.
 ^For a critique of this model see Hyer 2001.
 ^Recent analytical doctoral theses on music by Greek composers are Evangelia Mantzourani’s study on 
Nikos Skalkottas’s twelve-note technique and biography (Mantzourani 1999) and Costas Tsougras’s
create a foundation upon which to built friture interpretations in order to avoid widely 
circulated misconceptions as in the early literature on Nikos Skalkottas (1904-1949), 
as demonstrated by Mantzourani (1999: 19-20), or an adherence to the composers’ 
own image of their music, as has been pointed out by Katy Romanou (2000: 122) in 
the case of another important Greek composer, Manolis Kalomiris (1883-1962); as is 
discussed below, the extant published literature on Papaioannou also essentially 
reiterates Papaioannou’s own picture of his music.
Within the context of the existing problems regarding the identification of the 
instruments of research for Greek ‘art’ music,the Papaioannou scholar is fortunate 
that most of the tools of his/her research are accessible in the Papaioannou Archive. 
This archive was organized afrer the composer’s death in 1989 as a part of the 
Historical Archives of the Benaki Museum in Athens and contains all the extant 
music manuscripts of his works, the extant musical sketches, texts in his own hand on 
music of other composers (mainly lectures) and on his own music, the programmes of 
performances of his music and press critiques, references to his activities in the press 
(including also interviews in the press), his correspondence and diaries, various 
documents on biography, his own notes on Byzantine music and maths, a 
photographic archive and a sound archive including the extant commercial recordings, 
the recordings of his works made for Greek Radio, private recordings and the extant 
recorded interviews of Papaioannou for the radio.
The fact that Papaioannou’s correspondence and his diaries are not yet open to 
research imposes certain limitations on the consideration of Papaioannou’s biography. 
Thus the biographical side of the present study provides by no means a whole picture 
of this issue. The focus is rather on elements that seem to have direct relevance to his 
music and also on those that point to possible motivations for his reconsideration of 
the stylistic and technical elements of his music during certain periods. Although the 
relevance of biography to actual musical decisions has been a contested issue in the
adaptation o f the Generative Theory o f Tonal Music of Fred Lerdahl and Ray Jackendoff in the analysis 
of the modal idiom of Yannis Constantinidis’s 44 Greek Miniatures for piano (Tsougras 2002),
 ^ For example, as has pointed out by Mantzourani (1999: 15) and Panos Vlagopoulos (no date: 75), 
research on Skalkottas and Yannis Christou (1926-1970) suffers from the dearth o f well-organized 
archives.
relevant literature/ in the case of Papaioannou the consideration of biographical 
issues has proved a powerfiil tool of investigation. For example, as discussed in detail 
in Chapter Four, it does not seem mere coincidence that Papaioannou first 
experimented with twelve-note elements in his post-1950 music immediately after his 
first travel outside Greece and his stay abroad during the academic year 1949-1950. A 
valuable source of information for my research on aspects of biography, in addition to 
the sources situated in P.A., has been Papaioannou’s library which was donated by his 
wife after his death to the Department of Music Studies of the Ionian University. The 
fact that in many of his books and scores Papaioannou used to inscribe the dates of 
acquisition and also the fact that most of them carry signs of meticulous reading 
provide a palpable picture of his changing interests and thus invaluable information 
for the present chronological approach.^
The published catalogue of Papaioannou’s works, first published in 1990 
(Moschos/Xanthoudakis 1990) and revised in 1999 (Moschos/Xanthoudakis/Deniosos 
1999), has been a valuable source of information during the first stages of my 
research, providing a first picture of his total output. The short note on Papaioannou’s 
biography included in the catalogue cites his own division of his music into periods, 
although the source of this information is not clarified. This turns out to be a 
problematic issue since the division is different in the two published editions of the 
catalogue. In the last edition the division is as follows:
‘a) 1932-ca 1944 Impressionistic trends
b) ca 1944-1952 Approach to Folklore and the Greek ‘National School’, use of 
elements of Byzantine music
c) 1953-1965 Twelve-note system and ‘recent techniques’
d) 1966-1989 ‘Entirely personal style” (Moschos/Xanthoudakis/Deniosos 1999: 7).
 ^For example, Jim Samson argues that:
To deal adequately with composition as a dimension of biography would amount to 
path-breaking advances in musicology, involving an attempt to theorize the 
relationship Üiat exists between the composer and the music. It would require an 
investigation o f the mental processes involved in musical composition, as yet little 
understood.
Samson 1992: 8
 ^Many scores carry annotations of formal or tonal analysis (mainly the scores that Papaioannou bought 
during his apprenticeship years—up to 1934), while many twelve-note scores carry aimotations of 
twelve-note analysis. In most books some parts are underlined, or they include notes in the spacing. 
Papaioaimou also used to note in the first page of each book the most important pages for future 
reference.
The main difference of this division from the one included in the first edition^ (apart 
from the condensed reference, in the second edition, to the techniques used in the 
years 1953-1965 and the consideration that they form one period) concerns the music 
of the years 1939-1944 and the chronology of what Papaioannou calls the ‘approach 
to the Greek ‘National School” of music. The result of this discrepancy is that the 
only extant sources on Papaioannou that are currently accessible to the English- 
speaking reader give two different images of his music both claiming that they are 
based on his own words: the second edition of the catalogue (which is in Greek and 
English) and the entry for Papaioannou in The New Grove (Leotsakos 2001b), which 
refers to the division as it is included in the first edition of the catalogue. Moreover, 
since the division in either of its forms is regarded as being the composer’s own 
‘official’ voice, it has been reproduced uncritically as a point of departure in most 
programme notes and the general references to his music published after the 
circulation of the first edition of the catalogue. These divisions also act as a 
framework in most of the extant literature on Papaioannou, as is discussed in more 
detail below.
As documented by Kostis Demertzis (2004: 40-42), the divisions published in the two 
editions of the catalogue do present two different versions of Papaioannou’s 
compositional history that he himself offered either in written or verbal form. The first 
edition reproduces the partitioning included in a leaflet on Papaioannou’s music of 
1976, while the second is expressed in his interview with Ifigenia Efthimiatou in 
1985.  ^In the present study, 1 treat Papaioannou’s division as an issue to be discussed 
after the findings of the research, in the last chapter, rather as a point of departure for 
discussion of his music and of the stylistic and technical changes in his music. This 
attitude has also dictated the adopted format of the present study which is divided
 ^In the first edition the division is as follows:
‘a) 1932-1938 Impressionistic trends
b) 1939-1943 Approach at Folklore and the Greek ‘National School’
c) 1944—1953 Use of elements fi'om Byzantine Music
d) 1953-1962 Turn forward to ‘recent techniques’ (atonality, twelve-note system, etc), use o f Eastern 
modes (1960-62)
e) 1963-1965 Serial, ‘post-serial’ technique etc.
ft 1966-1989 ‘Entirely personal style” (Moschos/Xanthoudakis 1990: 3).
* Demertzis does not make reference to a note in Papaioannou’s hand which outlines the division 
presented in the leaflet of 1976, kept in P.A., Box ‘Biography A’; according to my research, this is the 
only extant written form of the division in Papaioannou’s hand.
according to considerations of biography, although the analysis of the works 
demonstrates that this division coincides with changes in his music. More specifically, 
the liberation of Greece fi'om the German occupation in 1944 (the year that delimits 
the narrative of Chapter Two) coincides with Papaioannou’s incorporation of 
elements of Greek tradition in his music; 1949, the chronological delimitation of 
Chapter Three, is the year that Papaioannou, as already mentioned, leaves Greece for 
the first time in his life initiating also a period in which he gradually adopts elements 
of the twelve-note technique.
The geography and the nature of Papaioannou’s works for piano solo up to 1960 
within his total output has been a further motivating factor for the diachronic format 
of the present study: the piano repertoire of this period is representative of the changes 
in Papaioannou’s music shedding light also on aspects of his music that are not 
suggested by his own periods. More specifically, the large output for piano solo 
during the first years of his compositional activity might be considered as a natural 
consequence of his being a pianist. Moreover, as demonstrated by the analysis of the 
piano works of the years 1948-1949 and 1958-1959 in Chapters Three and Four 
respectively and taking into account my preliminary analysis of the works of other 
genres, these piano works are of particular interest. Papaioannou’s return to the 
writing for the piano during these two periods (which are not given any special 
mention in his own partitioning) seems to coincide with a sense of experimentation: 
the ‘tonal’ idiom of the three piano pieces of the years 1948-1949 outlines, on the one 
hand, the simple strategies in terms of large-scale tonal centre which also characterize 
much of his post-1944 music (the same tonal centre is revitalized in articulating most 
of the formal sections), and, on the other, a strong sense of small-scale tonal 
instability created by harmonies not classified in tonal terms; the piano works of the 
years 1958-1959 initiate a period in which the twelve-note technique is used 
consistently. Of course, one cannot be certain to what extent Papaioannou was aware 
that these works would be the preludes of forthcoming changes, and in this respect 
biographical aspects point to possible answers.
In any case, Papaioannou’s experimentation with new elements in his music in the 
piano works of these two periods might be regarded as another reflection of the fact 
that the piano seems to have been an indispensable tool in his compositional practice.
A first documentation of this aspect is given by photographs of different chronologies 
which depict Papaioannou working at the piano/ the receipts of the rent of a piano 
during his stay in Paris from September 1949 to April 1950 also confirm that the 
instrument was necessary for his work/® Moreover, many of his works for genres 
other than piano solo were first written in two staves carrying fingerings, presumably 
noted as he tried them out on the piano; numerous extant short sketches on his first 
attempts at the twelve-note technique have also a format of two staves, often carrying 
Papaioannou’s comments (see, for example, Ex. 4.3a). Additional evidence of the use 
of the piano in order to check the sound result of the adoption of a new technique is 
given by the manuscript of his Fourth Symphony (AKI 154, 1963), the first work in 
which Papaioannou selectively employs serial organization in rhythm: many 
fragments in two-stave format composed during the night (in some of them 
Papaioarmou inscribes the exact hour of their completion) are followed by the 
reminders ‘à controller au piano’ and ‘à examiner au piano’.
For reasons of a diverse nature the present study does not examine Papaioannou’s 
post-1960 piano works. First, these works are not representative of characteristic 
aspects of his post-1960 music, such as the experimentation with graphic notation and 
the extended instrumental techniques. Secondly, lack of space accrued in the course 
of the preparation of this study because of the detailed consideration of aspects that 
were not part of the initial mainly analytical orientation. More specifically, the lack of 
in-depth examination in the previous studies on Greek music of the advent of modem 
musical idioms in post-1950 Greece motivated the detailed assessment of this aspect 
in Chapter Four;^  ^ 1 considered the examination of this aspect necessary so as to 
perceive Papaioannou’s adoption of the twelve-note technique within the ideas behind
10
See photographs nos 22 and 52 o f 1943 and 1972 respectively in P.A., Photographic Archive.
See P.A., Box ‘Biography C’, file ‘UNESCO’.
SeeP.A., File 28.
A characteristic example o f both these aspects is given by the Concerto for violin and orchestra (AKI 
176, 1971). Many of Papaioannou’s notes of this period that I located in P. L., o f which some were 
shown in the exhibition on his work and music presented in the Benaki Museum in 2004, are concerned 
with extended instrumental techniques, especially for the strings.
It is characteristic that Romanou devotes a small proportion o f her study on the history o f Greek ‘art’ 
music to post-1945 Greek music. Moreover, she states that her narrative of this period is inevitably 
subjective because of her being an energetic member of the Greek musical environment during this 
period (Romanou 2000: 5). In fact, the section on post-1945 Greek music is, I believe, different in 
terms of methodology from that on Greek music up to 1945 in which reference to texts o f each period 
under consideration (articles in periodicals, press critiques etc) is an important tool in demonstrating 
the main issues.
the wider orientation of many Greek composers after 1950 towards idioms perceived 
modem by them and the press critics of the period. In addition, in Chapter Five I trace 
elements of the concept of organicism in Papaioannou’s writings, suggesting that the 
notion of motivic unity in particular has been cmcial throughout his music up to 1960. 
This notion is shown to offer a common thread within the different stylistic phases of 
Papaioannou’s music up to 1960.
The published literature on Papaioannou consists mainly of the articles included in the 
edition which was issued in parallel with the exhibition on Papaioannou’s music and 
life presented in Benaki Museum in February 2004 (Yannis A. Papaioannou: The 
Composer, the Teacher, the Quest and the Pioneer). Rallou Vogiatzi’s and George 
Kokkonis’s articles have an introductoiy character to specific sides of Papaioannou’s 
music, the works for voice and piano or instrumental ensemble and the ‘tonal’ period 
respectively; Demetre Yannou discusses Papaioannou as a teacher, underlining that 
Papaioannou’s didactic methods ‘were not grounded in a single system’ while the 
breadth of the content of the numerous extant exercises in his own hand provides a 
precious picture of his teaching activity (Yannou 2004: 187); Haris Xanthoudakis 
gives a concise presentation of the Papaioannou Archive, and Demertzis and Maria 
Dourou focus on specific works, Vassilis Arvanitis, Symphonic Legend in Eleven 
Pictures for orchestra (AKI 86, 1945) and the Love Confession ofMinotaurus for tuba 
and piano (AKI 190, 1978) respectively. The most relevant to the present study are 
the four studies that discuss aspects of Papaioannou’s music and thus they will be 
given further commentary.
Although in both articles by Demertzis and Dourou the focus is on a single work, their 
approaches are quite different. Demertzis uses Vassilis Arvanitis as a point of 
departure for a wider consideration of Papaioannou’s placing within the Greek 
national school of music. Because of the discrepancy that exists between the 
partitioning published in the two editions of the catalogue with regard to the 
chronology of Papaioannou’s approach to the Greek national school, Demertzis 
develops an enlightening commentary on Papaioannou’s own extant divisions of his 
music into periods. The reference to musical elements of the work focuses mainly on 
the identification of the used traditional Greek material. Demertzis concludes that 
‘even during his national period, Papaioannou remains absolutely consistent with his
deeper compositional ideals’ (Demertzis 2004: 185) which, ‘in terms of the technical 
base of their musical writing, approximate him to four western currents: 
impressionism, romantic chromaticism, expressionism, specifically of the serial and 
post-serial techniques and neoclassicism’ (Demertzis 2004: 56). Although a detailed 
interrogation of Demertzis’s central argument is not among my aims, I believe that the 
main debatable issue in this conclusion is that it seems to be deduced with the benefit 
of hindsight, in other words, through Demertzis’s knowledge of Papaioannou’s post- 
1950 turn to ‘atonal’ idioms. Dourou’s approach to Love Confession ofMinotaurus is 
more directed towards the music, proposing an interpretation based on the ancient 
Greek myth of minotaurus. The formal division of the piece is offered in parallel to 
this interpretation, although the methodological assumptions of this formal division 
are not clarified; the proposed interpretation is based mainly on observations on the 
gestural elements of the music, such as melodic contour, rhythm, dynamics and 
articulation (Dourou 2004).
The starting point of both Vogiatzi and Kokkonis is the placing of the examined 
repertoire within Papaioannou’s own partitioning into periods (Vogiatzi 2004: 85, 
Kokkonis 2004: 22-24). Both discuss issues of harmony, rhythm and melody, 
although the last two aspects are only briefly examined by Kokkonis. The main focus 
of Vogiatzi is on the relationship of the poetic text with music. In this respect, she 
concludes that ‘on a first level we can argue with relative certainty that the composer 
gives to his songs an external form that is defined by the form of the text’ (Vogiatzi 
2004: 94). Because of the large amount of musical works involved, some of 
Vogiatzi’s observations are, I believe, of a slightly generalizing character; thus, for 
example, the transition from the ‘tonal’ to ‘atonal’ harmony in the post-1950 works is 
described as follows: ‘Centre-poles that exist as tonal centres in the first phases [of 
Papaioannou’s music] are now transformed to units/cells, later to an organization 
under the logic of the series of the works, either as chords or as horizontal successions 
in the melody’ (Vogiatzi 2004: 88).
Kokkonis’s methodology is similar to Vogiatzi’s in that general conclusions are 
drawn firom the background analysis of some selected works; a main difference with 
Vogiatzi’s approach is that Kokkonis makes reference to short extracts fi'om the 
selected works, which are reproduced in the article as examples. Kokkonis makes
8
insightful general remarks on how ‘tonal centres’ are established, discussing also 
aspects of harmony and particularly the frequent use by Papaioannou of ‘non-tonal’ 
intervals in the construction of chords, such as the second, the fourth and the tritone 
(Kokkonis 2004: 25-29 and 32-34). However, it is worth mentioning that Kokkonis 
does not clarify the formal scope of his observations. Thus although some of his 
conclusions suggest that they are valid within the large-scale unfolding of form,^ "^  the 
musical examples demonstrate only small-scale cases while no verbal commentary on 
a complete work or movement is pursued. This aspect is of great importance 
especially with regard to the issue of ‘tonal centres’, as it is not clarified if this notion 
holds only for small forms or also for large-scale forms.
Reference should be made to an unpublished article on Papaioannou by Yannou, 
which is also of introductory character to his life and music (Yannou 2000). Yaimou 
makes two observations on Papaioannou’s music and on his thinking on music as a 
first attempt to discuss the ‘stable and constant concerns and pursuits of Papaioannou 
as a composer in his quest for his personal language’ (Yannou 2000: 14). His first 
observation refers to Papaioannou’s ‘stable ‘programmatic’ concern’ (Yaimou 2000: 
14), while the second discusses Papaioannou’s thoughts on the compositional process 
as they are expressed in a lecture of 1975. In addition to pointing out Papaioarmou’s 
remarks on the ‘organic’ perception of form made in this lecture, Yannou identifies 
the ‘unifying use of two rhythmical elements’ in the short piece La Valse des roses 
blanches for piano (AKI 110,1950) (Yaimou 2000: 19).
The present study aims to shed new light on the research of Papaioannou’s music both 
in terms of theme and methodology. The piano works of Papaioaimou is a repertoire 
that remains essentially untouched. The diachronic approach of the present study 
which considers both Papaioannou’s biography and the wider Greek musical context 
has not been pursued in the previous approaches to his music. While the discussion of 
biography incorporates research material not discussed elsewhere, the chronological 
detailed examination of individual works reveals aspects of Papaioannou’s music that 
are not mentioned either in Papaioannou’s periods or in the work of previous
For example, he argues that ‘we will never encounter ‘logical’ harmonic progressions in his 
[Papaioannou’s] works, in terms either of the tonal frame or of modulation’ (Kokkonis 2004: 35).
Some of Kokkonis’s examples are extracts o f Papaioannou’s piano works, and Yannou discusses the 
short piano piece La Valse des roses blanches.
commentators. A characteristic example is given by the Humoristic Suite for piano 
(AKI 15,1936) which involves aspects of rigid intervallic structure while it also raises 
the issue of parody, as discussed in Chapter Two.^ ® In addition, the present study 
engages for the first time in Papaioannou’s music problems of temporality and of the 
articulation of large-scale form both in his ‘tonal’ and twelve-note repertoires; more 
particularly, as regards the ‘tonal’ works it discusses the interaction of the used modal, 
whole-tone and pentatonic materials focusing also on how pc priority can be aurally 
perceived within the context of the use of these collections. It is specifically the 
detailed consideration of the modal aspect of Papaioannou’s music that points, I 
believe, to idiosyncratic aspects of his music up to 1950 (both in terms of modal 
vocabulary and of the way in which pc priority is established within this context); 
moreover, the detailed examination of Papaioannou’s music up to 1950 discusses the 
elements which will allow his future positioning within the broader issue of what 
tonality meant for Greek composers up to 1950. In addition, the analytical 
examination of the twelve-note piano works, which is the first approach to these 
pieces, examines how formal prototypes of the Western tradition are reinterpreted 
within a twelve-note structure, positioning these works within the theoiy and practice 
of the twelve-note music of Arnold Schoenberg, Alban Berg and Anton Webern, 
Finally, motivic working, an aspect that has not been examined in much detail by 
previous commentators, is a constant element of analytical investigation in the present 
study.
This study is divided into two volumes. The first volume consists of the main text 
which comprises five chapters. The remainder of the first chapter establishes a 
background considering issues of approach and method as regards both the contextual 
and the analytical orientations of the study. Each one of the core chapters of the study 
(Chapters Two, Three and Four) initially discusses issues regarding the Greek musical 
context of each period^^ and then considers analytically the piano works, while in 
Chapters Two and Three issues of biography are interwoven in the narrative; in 
Chapter Four biographical aspects are discussed in a separate introductory section. 
The last chapter discusses the notion of ‘organic unity’ which Papaioannou seems to
The Humoristic Suite remains unperformed and unpublished.
In the first chapter this section is chronologically enlarged so as to provide a wider historical 
introduction to issues regarding Greek art music up to 1945.
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equate with the notion of ‘motivic unity’ in an article published in 1966, the earliest 
written testimony of his ideas on compositional processes. The first section of the 
chapter shows that the notion might have been engraved upon his aesthetic perception 
of the musical work through the literature on music he read, even fi'om his years of 
apprenticeship, and also traces aspects of this notion in his own texts throughout his 
career; the analyses of a ‘tonal’ and a twelve-note work demonstrate that the motivic 
processes which aim for motivic unity can be deemed the common thread in 
Papaioannou’s music in the different stylistic periods examined in the present study, 
while these analyses are also employed as a starting point for problematizing the 
concept of ‘organic unity’, beyond Papaioannou’s own intentions. Finally, the 
analytical findings of the present study are integrated in order to suggest a ‘renewed’ 
and more detailed consideration of Papaioannou’s stylistic evolution than that offered 
by himself.
The second volume comprises four Appendices. Appendices I and U include all the 
analytical examples and figures respectively and Appendix m  comprises the tables of 
the twelve-note structure of the three piano works discussed in Chapter Four, in order 
to facilitate the arguments developed in this chapter. Finally, Appendix IV is a 
chronological table of the most important elements of Papaioannou’s biography 
presented in parallel with important aspects of the Greek and the international 
political, cultural and musical scenes, which might act as a stable point of reference 
for the side of the study concerned with context.
Issues of approach and method
Two slightly different approaches are pursued in the present study regarding both 
issues of musical analysis and the investigation of the Greek musical context. This is 
in response to the diverse nature of the research materials for the pre- and post-1950 
periods. More specifically, the three twelve-note piano works, written within just two
This is my own tabulation of the series based on the annotated manuscripts of Papaioannou (see P.A., 
Files 20 and 22), and on background annotated scores made by myself that also include the tabulation 
of the order numbers (which, in most cases, are not tabulated in Papaioannou’s scores). In the very rare 
instances in which a serial form is not correctly annotated by Papaioannou, I have emended it for the 
serial tables in Appendix HI. Moreover, footnotes are employed in order to clarify issues of 
partitioning.
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years (1958-1959), constitute a quite homogenous repertoire in terms of style and 
technique; thus, with regard to analytical approach, in Chapter Four a topic-orientated 
investigation has been deemed the most suitable in order to avoid repetition, while the 
theoretical framework of this approach is developed in parallel. On the other hand, a 
work-centred approach is followed in Chapters Two and Three, since this approach 
demonstrates the different aspects of Papaioannou’s ‘tonal’ music and, most 
importantly, it also palpably reveals changes, because the examination of these works 
follows the chronological order of their writing. For the same reasons, the analyses in 
Chapters Two and Three are not case studies focusing on a single aspect of structure, 
but they attempt at a global consideration of the ‘technical’ issues of each work. The 
main methodological issues which are involved in the analytical investigation of the 
repertoire written up to 1950 will be discussed in the present section.
Since Papaioannou’s stylistic evolution is a central theme in the present study, the 
absence of previous detailed analyses of works for other genres (that would allow 
comparisons with the piano works) has been a problematic issue; thus, when it is 
deemed necessary, a comprehensive commentary on characteristic aspects of some 
works for other genres is provided, based on my own incipient analysis of these 
works, especially for the periods in which the piano repertoire is almost totally absent 
(as in the years 1931-1936 and 1951-1957) or not entirely representative of 
Papaioannou’s music of the period (as in the years 1944-1946).
With regard to the discussion of the cultural context, the different approaches that I 
have undertaken in this study concern the nature of the research resources which I 
have employed for each period. Since the main ideas in the pre-1950 musical Greek 
context have been adequately investigated in the relevant literature, my discussion 
draws mainly on ideas developed in this literature. On the other hand, the discussion 
of the basic themes and ideas that are involved in the post-1950 advent of modem 
idioms in Greece (pursued in Chapter Four) draws on texts of the period. The basic 
primary sources that I have employed for the identification and discussion of the 
ingredients of the dialect of modernism in Greece (critiques, articles, discussions and 
interviews published in the press) have been located in the Papaioannou Archive, 
although various other contemporaiy texts are also taken into account. It is the fact 
that Papaioannou was actively involved in the changes that took place in the post-
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1950 Greek musical context through his compositional choices, his educational 
activity and his activities for the institutional establishment of modem idioms in 
Greece that makes the Papaioannou Archive a valuable resource of primary sources 
for the discussion of the ideas behind the advent of modem musical idioms in post- 
1950 Greece/® Moreover, it is worth mentioning that, as is discussed in Chapter Two, 
by 1950 the press (and particularly the musical critiques) had been established as an 
essential topos for the discussion of musical issues and particularly for the promotion 
and dissemination of the ideology of the Greek national school of music (the 
prevailing ideology in the musical environment in pre-1950 Greece from the first two 
decades of the twentieth century onwards); as a consequence of this, the post-1950 
critiques, as well as other texts published in the press, transparently reflect the central 
notions of the debates and the conflicts raised within the post-1950 Greek musical 
context by the adoption by some Greek composers of the modem musical idioms.
In terms of analytical approach, the present study does not aim to apply a single 
theory or method either in Papaioannou’s music up to 1950 or in his twelve-note 
piano works. The diversity of Papaioannou’s music even within stylistically similar 
pieces does not allow for such an application, nor does it allow a deduction of any 
system of general authority, although, of course, there are recurrent elements of 
stylistic and/or stmctural significance in his music.
More specifically, Papaioannou’s music up to 1950 raises two central analytical 
problems that have been extensively discussed in the relevant literature for the music 
of, among others, Claude Debussy, Igor Stravinsky (up to 1950), Béla Bartok and 
Benjamin Britten: first, how (and if, in the first place) pc hierarchy might be said to be 
asserted within modal and non-tonal (whole-tone, pentatonic and octatonic) contexts, 
and secondly, if, in the absence of the normative functions of tonality for eveiy single 
aspect of the structure, there are elements that might be considered to contribute to the 
perception of the form as a unified or integrated whole. With regard to the latter, post-
The seven boxes of the Papaioannou Archive that contain the programmes and the critiques in the 
press o f Papaioannou’s works include also a category of files entitled ‘References, biterviews. 
Announcements’, which includes various references to Papaioannou’s activities in the press. This 
category o f material has been particularly beneficial in the discussion of the advent of modernism in 
Greece, since Papaioarmou used to keep the clippings of all the newspapers with these references, 
which include, among others, public discussions on issues regarding the musical life and composition 
in Greece.
13
Schenkerian approaches have addressed the issue of how the Schenkerian principle of 
chord prolongation might be deemed to occur in post-tonal or atonal music, but, as 
summarized by Ian Bent and Anthony Pople ‘little consensus was reached on the 
topic’ (Bent/Pople 2001). As exemplified by Joseph Straus (1982) and Paul Wilson 
(1992) in their analyses of the music of Stravinsky and Bartok respectively, the main 
objective of these approaches is the correlation of prominent features of the musical 
surface with longer-range structural points which might be seen to be contextually 
asserted.
However, the present analytical approach is essentially empirical and pragmatic, in 
that certain elements of Papaioannou’s music up to 1950 are understood against the 
aural experience of tonality, despite the fact that many aspects of the music cannot be 
understood under the normative functions of tonality. The following characteristic 
aspects of Papaioannou’s piano music up to 1950 prompt a perception of his music 
under this premise: a) the ‘pure’ triad in root position recurs at points which are 
traditionally associated with stability, such as the end of formal sections (as defined 
by motivic factors) and movements, while extended triadic chords are an important 
part in the harmonic vocabulary, although they do not always act according to their 
usual behaviour in tonal contexts, b) the fact that the open fifth is situated at the basis 
of the chords occurring at important junctures of the formal articulation prompts a 
perception of the bass as retaining the hierarchical priority that it holds in tonal 
harmony, c) local fifth bass motions often underline the end of formal sections, and d) 
the members of triads that occur at points of formal articulation are often approached 
by semitonal motions.
In considering how pc prominence and hierarchy is asserted, the present analytical 
approach, in addition to pitch relations, also takes into account contextual aspects, 
such as rhythmic duration, metric placement, register, dynamics, reiteration, as well as 
placement in the boundaries of formal events. Most commentators of post-tonal 
repertoires, disregarding their individual analytical agendas, have pointed out the
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significance of these parameters in the assertion of pc priority or ‘centricity’ in this 
repertoire/®
The basic theoretical premise of my approach is that of Arnold Whittall’s in his 
investigation of the music of Britten and Michael Tippett: that tonal elements in the 
environments of ‘extended tonality’ have the ‘capacity...to imply—by allusion and 
association’ (Whittall 1990: 8). In Papaioannou’s music, one has to talk, in most 
cases, of a sense of hierarchical procedures which is suggested by the local fimctional 
outlook or profile of the harmony. With regard to the notion of centric notes, it needs 
to be underlined that even for the cases in which the same pc or triad is asserted at the 
beginning and at the end of a section or a movement (as for example in Imaginary 
Dance which is discussed in Chapter Three) one cannot speak of a background 
traditional prolongational process, but rather of an association between points, since 
not every detail of the surface can be explained within a network of diminutions.^^
A similar observation applies also for the cases in which I propose a reading that 
relates a recurrent element of the surface with a motion between focal points in the 
‘middleground’. More specifically, in some pieces I propose a contextual relationship 
between the characteristic and focal sonority of the whole-tone collection of the 
surface and focal points of the middleground, without suggesting a contextually 
derived Ursatz of a teleological character. Moreover, as has been discussed by James 
Baker (1986: 6, 9-11) and Whittall (1975), it is the special property of the whole-tone 
collection to exist only in two chromatically complementary forms that enhances the 
assertion of the hierarchical priority of one of its forms in particular contexts in the 
music of Alexander Scriabin and Debussy, an aspect that can be seen to hold also for 
some sections of Papaioannou’s works.
A contentious issue of my approach is the inferring of tonal elements in modal 
contexts, an issue that has been thoroughly discussed by David Schulenberg for a
See, for example, Mawer 1997: 46 for Darius Milhaud and Parks 1989: 22 for Debussy. The issue is 
also discussed in Chapter Four especially with regard to the assertion of pc priority within twelve-note 
contexts.
In other words, even if the triad does play an important role on the musical surface, it cannot be seen 
as having the form-generating power o f the orAodox Schenkerian model. See Straus 1987 for a 
discussion of the issue of prolongation in post-tonal contexts. Similar issues are also discussed in Baker 
1983, Baker 1990 and Baker 1993.
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wide range of modal repertoires. Schulenberg argues against the analysts (mostly of 
post-Schenkerian orientation) who ‘find tonal structures even in music whose 
structural basis lies elsewhere’ (Schulenberg 1985-1986: 305). More specifically, the 
problem of analysing repertoires that employ ‘national’ modal material has been 
tackled, among others, by Ann McNamee (1985) and Tsougras (2002); they both have 
provided interesting analytical approaches, having as a point of departure the modal 
material employed. McNamee, in her analysis of Karol Szymanowski’s piano 
Mazurkas Op. 50, develops a theoretical model based on the intervallic properties of 
the traditional Polish Podhalean mode; Tsougras, in his adaptation of the Generative 
Theory o f Tonal Music in the modal idiom of the 44 Greek Miniatures for piano by 
Constantinidis, makes decisions on pitch hierarchy taking into account the pitch 
stability criteria of the modes in their use within the Greek musical tradition 
(Tsougras 2002). However, in Papaioannou’s music which employs the modal 
vocabulary of Greek musical tradition examined in the present study, an approach that 
would have as its starting point the modes in the ways demonstrated by McNamee and 
Tsougras seems ineffective because of: a) the existence of many modes within the 
same piece, and, in some cases, within the same phrase, b) the fact that Papaioannou 
often uses the modes derived firom the Byzantine chant tradition, in which pitch 
hierarchies vary even within the use of the same mode in hymns of different character, 
and c) in the examined repertoire there are not melodic quotations of traditional 
material that would prompt one aurally to perceive the music against this tradition, as 
is especially the case in Tsougras’s analysis of the Constantinidis’s pieces which are 
entirely based on Greek folksongs. Thus in the present approach, the modes in 
Papaioannou’s music are understood as collections of pitches, in which the centric 
note is asserted by contextual parameters as well as tonally derived aspects, such as 
fifth bass motions and semitonal movements.
Although pc set theoiy seemed an alternative route of analytical investigation, a 
detailed application of the theoiy in Papaioannou’s music up to 1950 would tell us 
little, since the major and minor triads retain much of their expressive power^^ (in set 
theory, because of the principle of inversional equivalence, both major and minor 
triads are denoted by the same pc set). However, set theory is often employed in its
^ As discussed in Chapter Three, the ambivalence between modes sharing the same centre but with 
either major or minor thirds is a characteristic aspect o f Papaioannou’s music circa 1945.
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cataloguing level, following Allen Forte’s (1973) nomenclature, mainly to 
demonstrate recurrences of non-tonal pc sets within, but also between, Papaioannou’s 
works.
It is worth mentioning that an indication that the triad in root position remained the 
most stable unit in Papaioannou’s conception of harmony is given by his experiments 
with harmonic successions (located in the Papaioannou Archive) that seem to have 
cadential character. Ex. 1.1 demonstrates three such motions that Papaioannou 
presumably noted within the years 1936 and 1938, while experiments with similar 
successions are also found in his sketches on the modes of Byzantine chant circa 
1945, as is discussed in Chapter Three.^  ^ In most of these harmonic successions the 
members of the final pure triad in root position are approached through semitonal 
motions by the constituents of the previous more complex sonority (the function of 
the constituents of the first chord as embellishments is, in most cases, also 
notationally suggested).
As will be shown in the analyses of Chapters Two and Three, a recurrent harmonic 
succession at points of formal articulation in Papaioannou’s music is that in which the 
bass note of the final triad is approached via its upper chromatic neighbour. 
Successions of this type reappear within but also outside modal contexts in which the 
interval between the first and the second members of the mode is the semitone.
My investigation of the treatises of harmony that Papaioannou had at his disposal has 
pointed to Hugo Riemann as a possible source of influence for Papaioannou’s wide 
use of both ascending and descending semitonal motions in cadential situations.^"  ^The 
following short discussion is motivated by the fi*equent reappearance of this aspect in 
Papaioannou’s music up to 1950; this discussion also exemplifies the kind of 
information that I deduce throughout the present study from the examination of the 
literature on music possessed by Papaioannou.
^ The successions a and b o f Ex. 1.1 are written by Papaioannou in the free staves of the manuscript of 
the Nocturno for piano (AKI 39 No. II, 1936) (see P.A., File 3)—however, these successions are not 
used in the piece. The succession c is noted on a hand-written stave inscribed on a programme o f the 
first concert of Papaioannou’s music in 1938 (see P.A., Box 1, file ‘The First Concert with Works by 
Y. A. Papaioannou’).
Papaioannou acquired the French translation o f Riemann’s treatise on hannony (Riemann 1902) 
either in 1925 or in 1934 (both dates are inscribed on his own copy o f the book kept in P.L.).
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In Riemann’s theory of tonal harmony the notion of the ‘leading-note movement’ 
(‘mouvement de sensible’ in the French translation of Papaioannou’s copy) 
encompasses both the ascending and descending semitonal motions (Riemann 1902: 
27). This idea is connected with Riemann’s basic assumption that the ‘prime’ note of 
the minor triad is the fifth above the bass note;^  ^thus, for example, if the tonic is the 
A minor triad, the note F is considered a (descending) leading note to the prime note 
E (Riemann 1902: 40). Among the harmonic successions that, according to Riemann, 
have ‘the value of cadence’ (‘valeur de cadence’) is that in which the tonic is 
approached by its upper chromatic triad (Riemann 1902: 138).
Although Papaioannou’s music does not allow one to identify unequivocally the 
‘tonic’ chord as in the tonal contexts described by Riemann, in many of 
Papaioannou’s works the cadential function of successions involving semitonal 
motions is often established contextually through the reappearance of the same 
succession at points of formal articulation, and, in most cases, by embellishing the 
constituents of a triad.
Another contextually defined process in Papaioannou’s music involves what Whittall 
terms ‘higher consonances’: the sonorities which ‘while giving some priority to 
triadic elements, no longer require the exclusive presence of those elements in any 
privileged contexts: their function is mediation rather than resolution’ because of their 
structural presence in the music (Whittall 1990: 5).
Another angle of inteipretation in the present study involves the understanding of the 
music in conjunction with the extramusical notions implied by the title; moreover, 
aesthetic comment is also occasionally pursued, more as a starting point for future 
research rather than to provide conclusions of general validity.
A short analytical consideration of the final bars of the Prelude No. U for piano (AKI 
51, 1938) exemplifies and summarizes some issues that have been raised in the 
present section. In this Prelude, entitled Morning at the Beach, the most stable aspects
This assumption is reflected in the designation o f the minor chords: for example, °e denotes the A 
minor triad.
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in both the harmonic and motivic fields throughout the piece appear in the final 
formal stretch, possibly as a reflection of the stability of the beginning of the day. 
More specifically, the melodic ascending fourth ab-db  ^ in bb. 25iii-26i and the first 
pure triad in root position in the piece (Db major) in b. 26i initiates a section in which 
the sense of stability is also enhanced by the antecedent-consequent symmetric 
structure (also the first in the piece). This symmetric structure is articulated by both 
motivic and harmonic parameters: by the repeat of the rhythm of the melody of bb. 
25ii-26 in bb. 28ii-29, and by the return to the Db major triad at the end (b. 31). The 
open fifth (D/A) of bb. 29-30 chromatically embellishes the open fifth Db/Ab which 
recurs at the basis of the last triad—the open fifth at the basis of bb. 29-30 contradicts 
the consistent whole-tone context of the upper parts, exemplifying the role of open 
fifths in Papaioannou’s music in ensuring the association with ‘tonal’ (in b. 29i, also 
triadic) sound.^^
Having laid the theoretical fi-amework for Papaioannou’s ‘tonal’ repertoire, the 
analytical investigation of this repertoire starts in Chapter Two with the consideration 
of his first extant works; however, an introduction to issues of Greek music history up 
to 1945 will precede and allow for an understanding of Papaioannou’s early music in 
the context of his musical education and of the prevalent ideas in the musical 
composition and life of the period in Greece. As already mentioned above, the 
theoretical issues regarding Papaioannou’s post-1950 repertoire will be discussed in 
detail in the topic-oriented approach to his three twelve-note piano works pursued in 
Chapter Four.
^ Five members of the whole-tone collection I are heard in these bars (C D E F# G#). It is noteworthy 
that the published version includes two typographical mistakes in these bars in comparison with the 
only extant manuscript (P.A., File 4): the a^  in b. 28ii should be ab^  and the e^  in b. 29ii should be d^ .
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CHAPTER TWO
The Piano Music of the Years 1934-1944
An introduction to issues regarding ‘art’ music in Greece from the nineteenth 
century up to 1945
As argued in various texts by the Greek music historian George Leotsakos, the only 
division of Greek ‘art’ music history up to 1945 by historians (including himself up to 
1988) has been affected by the image of Greek music history that was constructed by 
the composers of the so-called Greek ‘national school’ (Leotsakos 1999: 26-27, 
Leotsakos 2001a). This division was based on the self-definition of a Greek ‘national 
school’ of music at the beginning of the twentieth century against the music of the 
nineteenth-century composers originating in the Ionian islands, which was accused of 
being ‘Italianate’. Leotsakos’s reconsideration of this schema is based both on his 
own new historical findings (such as previously unknown musical works by Ionian 
composers) and the identification of ‘Greek’ elements in the music of Ionian 
composers under the criteria of ‘Greekness’ as had been expounded by Kalomiris, the 
central figure of the Greek ‘national school’ (Leotsakos 1999: 11-12, 28-30). Two 
other recent commentators have given wider angles of interpretation of the conflicts 
that shaped this self-definition of a national school at the beginning of the twentieth 
century. Romanou, drawing on source-texts of the period, situates these conflicts 
behind the changing attitude towards the perception of the notion of national music in 
Greece during this period and contextualizes them within the wider political climate: a 
central question in the politics of the period was the selection of the European nation 
that could function as the ‘right’ model for the Greek one (Romanou 2000: 103). 
Under a similar line of thought, Anastassia Siopsi specifically underlines the 
increasing influence of the ideas of the German romantic idealism during the 
beginning of the twentieth century in Greece, and particularly its influence on the 
definition of a ‘Greek soul’ by Kalomiris and other early nationalist composers 
(Siopsi no date: 61-62).
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Thus, as a result of the increased musicological activity on Greek music, the 
perception of Greek ‘art’ music history is under continuous reconsideration because of 
new historical findings but also because of new angles of interpretation. The 
following overview draws on past research in an attempt to outline the main aspects 
of what is currently perceived as Greek ‘art’ music up to 1945.  ^ Because of the 
significance of the idea of national music in the history of Greek ‘art’ music and of 
the long-lived influence that the nationalist composers exerted in musical life in 
Greece for almost half a century, part of the following overview will be the short 
consideration of the main notions behind the ideological conflicts concerning the 
conception of national music in Greece at the end of the nineteenth and the beginning 
of the twentieth century, which are hinted at in the previous references to Romanou 
2000 and Siopsi no date; issues of musical life and education up to 1945 will also be 
considered in order to outline the context of Papaioannou’s musical education and of 
the beginning of his creative career.
In the Ionian islands, which were successively under the rule of Venetians (1386- 
1797), French (1797-1814) and British (1814-1864), there is a continuous presence 
of musical life of Western-type from the beginning of the eighteenth century onwards. 
More specifically, the centre of musical life was initially the theatre San Giacomo of 
Corfu in which the first opera staging took place in 1733 but it is after 1771 that a 
regular operatic activity is seen (Leotsakos 2001a). The operatic activity was soon 
dispersed to the rest of the Ionian islands (Zakynthos, Cephallonia and Lefkas). 
Stefanos Poyagos’s opera Gli Amanti Confusi, ossia H Brutto Fortunato, staged in 
San Giacomo in 1791 and not extant today, is recorded as the first known opera by a 
Greek composer (Leotsakos 2001a). Among the first extant stage works is Nicolaos 
Chalkiopoulos-Mantzaros’s (1795-1872) one-act opera Don Crepuscolo of 1815. The 
genre of opera was at the centre of musical production in the Ionian islands reflecting 
the strong bonds with the current Italian musical culture (most Ionian composers spent 
some part of their musical studies in Italy). The libretti were at first in Italian and from 
1867 onwards also occasionally in Greek (Leotsakos 2001a). As is summarized by
 ^ The present overview is based on the following sources: Anoyanakis 1960, Frangou-Psychopedis 
1990, Clogg 1992, Symeonidou 1995, Yannou 1996, Leotsakos 1999, Mantzourani 1999, Romanou 
2000, Leotsakos 2001a, Bliss 2001, Yannou 2002, Siopsi 2005, Xanthoudakis no date, Siopsi no date 
and Leotsakos no date.
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Siopsi, recent research has shown that there was also a small production of symphonic 
music (Siopsi no date: 60).
Mantzaros played an important role in the musical training of a younger generation of 
composers of the Ionian islands because of his wide educational activity. Among his 
students are some representative composers of what is regarded as the ‘Ionian’ or 
‘Heptanessian school of music’,^  such as Domenicos Padovanis (1817-1892), 
Antonios Liveralis (1814—1842), lossif Liveralis (1820-1899) and Spyrindon Xyndas 
(1812-1896) (Romanou 2000: 62-65). More generally, in the Ionian islands from the 
first decades of the nineteenth century onwards musical education acquired a popular 
and systematic character based on the foundation of Philharmonic Societies, an 
institution that, according to Romanou, although it was inaugurated by Italians ‘was 
not irrelevant to the increasing national consciousness of the Heptanessians’ 
(Romanou 2000: 61-62). Romanou identifies a parameter for increasing national 
consciousness in the central role of the wind bands of the Philharmonic Societies in 
religious litanies (Romanou 2000: 62).
As Xanthoudakis points out, the expression of musical nationalism in the music of the 
Ionian composers can be acknowledged in two aspects: first in the themes of the 
libretti, often inspired by the Greek War of Independence of 1821-1828 (as in the 
music of Frangiscos Domeneginis (1809-1874)) and second in the use of folksong (as 
in the music of lossif Liveralis) (Xanthoudakis no date: 22). The coexistence of the 
two aspects is found in the operas of Pavlos Carrer (1829-1896): ‘in his ‘patriotic’ 
operas Markos Botsaris, Kyra-Frosyni and Despo, Carrer uses folk melodies not 
within an idealistic perspective of the replacement of the ruling Verdian idiom from 
an imaginary ‘Greek-like’ musical language, but with an intention for a realistic 
portrayal of [stage] action’ (Xanthoudakis no date: 22).
Many composers (Italians or Greeks) who were initially active in the Ionian islands 
played a central role in the establishment of Westem-type musical life and education 
after 1870 in Athens, the capital of the modem Greek state from 1834:  ^ they 
transplanted the institution of the Philharmonic Society, while representative of their
 ^The Ionian islands are also called Heptanessa.
 ^NaQ)lion was the first capital of the modem Greek state until 1834.
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active presence in musical life is the fact that the first Greek opera company (‘Elliniko 
Melodrama’) inaugurated its performances in 1888 in Athens with an opera by an 
Ionian composer (Xyndas) conducted by another Ionian composer (Napoleon 
Lambelet (1864-1932)) (Leotsakos 2001a, Romanou 2000: 93-96).
Opera performances and recitals in salons and halls of hotels were the main aspects of 
the dissemination of musical life of Westem-type in the Greek mainland after the 
foundation of the modem Greek state in 1829 (Romanou 2000: 87-88)."  ^This type of 
musical life initially served the upper class and the (foreign) Royal court, while it is 
characteristic that, according to Leotsakos (2001a), the Greek state funded the 
importation of itinerant Italian opera companies from 1837 to 1868. Written 
testimonies of the period record the initial hostility of a part of local Greek society 
particularly to opera (quoted in Anoyanakis 1960: 558). As discussed by Richard 
Clogg (1992: 52-53), during this period there is a ‘dichotomy in Greek society arising 
from the importation of westem models in many fields’ (such as architecture, art, law, 
music, education and politics) which is palpably epitomized in a water color of 1836: 
in a central café in Athens the clients are sitting on two opposite sides according to 
either their European or traditional Greek dressing, drinking, and smoking customs 
(reproduced and discussed in Clogg 1992: 52).
As has been pointed out by Yannou through his study of texts of the period, ‘during 
the last two decades of the nineteenth century and at least in the first decade of the 
twentieth century the idea of national music gradually became an important issue in 
the discussions about music in Greece’ (Yarmou 1996: 1). The discussions on the 
notion of national music emerged within the so-called ‘musical question’: the debate 
regarding the polyphonic adaptation or harmonization of the monophonic church and
With the foundation of the Greek state in 1829 a period of more than 350 years of Ottoman 
domination ended. The intervention of the ‘Great powers’ (Great Britain, Russia and France) after 1825 
played a decisive role in ensuring the independence o f Greece and the ending o f the war which had 
started with uprisings in 1821 (Clogg 1992: 42-45). As argued by Maria Todorova (1997: 78), the 
Europeans considered the political emancipation o f the Greeks as the only means o f reviving the 
classical past. With a treaty of 1832 and the enthronement of Otto of Bavaria as ‘King o f Greece’ in 
1833, Greece was placed under the ‘guarantee’ o f the ‘Protecting Powers’ (Clogg 1992: 47). Otto was 
forced to retire in 1862 because of the continuous tension in political life and discontent against him. 
The new king chosen by the Powers was the Prince George of the Danish Glücksburg dynasty; the 
Greek brand of the dynasty was to reign intermittently between 1864 and 1974 (Clogg 1992: 59).
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folk musical tradition of Greece (Yannou 1996: 2 -3)/ Especially in the first decade of 
the twentieth century the meaning of the notion of national music changes: in source- 
texts of the last thirty years of the nineteenth century the notion of national music was 
mainly identified with the monophonic folk and church music (Yarmou 1996: 2-4) 
but in two texts of the beginning of the twentieth century by the Greek composers 
Georgios Lambelet (1875-1945) and Kalomiris the term acquires a different meaning. 
Lambelet published the article ‘Our National Music’ in 1901 (Lambelet 1901) while 
Kalomiris’s ideas and aspirations for the creation of a Greek national school are 
expressed in the programme notes of the first concert exclusively devoted to his music 
in 1908.^ Although clear reference to the European national schools as exemplars for 
the future of Greek music is made only in Kalomiris’s text, both texts underline the 
internationalist conception of art in which ‘one finds the common aspiration of the so- 
called ‘national schools’ to see their music as a part of the universal art’ (Yannou 
1996: 7). Moreover, in both texts national music is conceived as a future aspiration 
that will encompass elements of Greek musical folklore and European music. As is 
pointed out by Yannou (1996: 5), a difference between the two writers is that 
Kalomiris underlines the role of the use of the structural elements of musical folklore 
(modes and rhythms) considering this use more significant than the quotation of folk 
material itself.
As argued by Siopsi (2005: 19), the discussions on the idea of national music have to 
be perceived in the context of the development during the nineteenth century in 
Greece of the doctrine of ‘national unity’ and of the theory of ‘unbroken continuity’ 
of Greek history firom ancient to modem Greece via the Byzantine period: ‘Historic 
continuity is deemed necessaiy for the construction of national consciousness’ (Siopsi 
2005: 19). The development of the discipline of folklore in Greece played an 
important role in legitimizing the claims of this theory supporting also the political 
goals of nationalist irredentism, as has been discussed by Michael Herzfeld (1982). At 
the centre of irredentist ideology was the concept of the so-called ‘Great Idea’, which 
was ‘the vision that aspired to the unification of all areas of Greek settlement in the
 ^ For the debate behind the musical question between the ‘traditionalists’ (those supporting that the 
church music should remain ‘pure’ and thus monophonic) and the ‘progressive’ (those supporting the 
harmonization o f church music) see Romanou 2000; 96-98.
 ^These programme notes are reproduced in the autobiography of Kalomiris (see Kalomiris 1988: 145- 
147). A substantial part o f Lambelet’s text and the entirety of Kalomiris’s are translated in English and 
discussed in Bliss 2001:42-50.
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near East within the bounds of a single state with its capital in Constantinople’ (Clogg 
1992: 3). The Great Idea remained the main expression of the prevalent nationalist 
ideology in Greece until 1922, when the war of Greece against Turkey led to the 
defeat of the Greek army in Asia Minor (the so-called ‘Asia Minor disaster’). The 
music of Kalomiris, especially of the decade of 1910, is replete with symbolic 
references to the prevalent nationalist aspirations; as summarized by Romanou, the 
opera The Mother’s Ring (1917) refers to ‘the creation of a great Greek art’, the opera 
The Master Builder (1915) to ‘the building of a Great Greece’ and his first symphony 
entitled Leventia Symphony (1920) to the ‘regaining of enslaved countries’ (the areas 
of Greek settlement in the near East) (Romanou 2000:123).^
A central aesthetic and ideological notion of the conception of Greek national music 
in both the above-mentioned texts by Lambelet and Kalomiris is the concept of a 
‘national soul’. As argued by Sheryl Little Bliss this metaphor can be understood 
within the wider suggestion of Gottfried von Herder’s ideas on the organic perception 
of the nation: ‘The rhetoric of composers writing about ‘national’ music reveals that 
they considered folk song the essence of Greek identity, the very ‘pulse’ or ‘soul’ of 
the nation’ (Bliss 2001: 31). Moreover, as demonstrated by Yannou (1996: 7), the 
notion of the national soul is one of the concepts that relate the ideas of Kalomiris and 
Lambelet with those expounded in a text that was considered the manifesto of the so- 
called ‘demoticist’ movement in literature (Yannis Psicharis’ The Journey of 1888). 
This movement argued for the establishment of ‘demotiki’ language as the national 
language of Greece. Demotiki was the low-variant of a diglossia situation in which 
the upper-variant, ‘katharevoussa’, ‘had the status of a more or less official language 
which was obligatory in administration, higher education, the system of justice and in 
all state affairs’ (Yannou 1996: 6).
Siopsi contextualizes the discussions on national music at the end of the nineteenth 
century within the ‘late beginning of the ascent of the urban class in Greece, which 
[the urban class] is self-defined through quests of national identity in all 
manifestations of culture’ (Siopsi 2005: 18). In this interpretative angle, she considers
 ^See also Frangou-Psychopedis 1990: 139-160 for readings of the extramusical ideological contents of 
some of Kalomiris works and particularly o f the opera The Mother's Ring, and Siopsi 2000 for an 
examination o f the e?q)ression of Greek nationalism through the extra-musical content in The Mother's 
Ring.
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Kalomiris’s adherence to the ideal for the establishment of demotiki as the national 
language within the wider change of the hermeneutics of tradition during this period, 
and particularly the change towards a dynamic conception of tradition: ‘the power of 
tradition as a living cultural organism, or, in other words, as a foundation of the 
expression of art, is the one which is viewed as able to revive the [Greek] nation 
within the state’ (Siopsi 2005: 19).
The musical representation of ideology in the music of Greek nationalist composers 
has not yet been widely assessed.^ A problematic issue that arises in the endeavour of 
such readings stems from the problem of defining what was perceived as Greek 
musical tradition firstly by the nationalist composers themselves and secondly by the 
wider Greek cultural context. A characteristic example of this problem is given by the 
contrasting attitudes regarding the perception of folksong from Asia Minor and its use 
of modes with augmented seconds by Greek composers sharing similar ideas, as 
demonstrated in texts by Georgios Lambelet, Petros Petridis (1892-1977) and 
Kalomiris. Lambelet characterized as non-genuinely Greek the melodies from Asia 
minor included in one of the earliest editions of self-defined Greek folksong 
collections: ‘although they are somewhat connected to the Greek character, are more 
likely of Turkish and, in general. Oriental extraction’ (Lambelet 1901: 87). On the 
other hand, Petridis states that he does not mind ‘making a sober use’ of the ‘Oriental 
chromatic scale’ as ‘some pretty good things have come from Asia, and this 
undoubtedly is one of them’ (from the lecture ‘Greek Folklore and Greek Music’ 
delivered at King’s College, London on 21 March 1919, cited in Bliss 2001: 63-64). 
Kalomiris includes such modes in the second family of his classification of Greek 
modes of 1935, mentioning, however, that the augmented second is a characteristic of 
eastern music (Kalomiris 1935:179-180).
Through their various activities the composers associated with nationalist ideas 
‘exercised control and influence over much of the artistic life of Greece for nearly half 
a century’ (Bliss 2001: 81).  ^Special mention has to be made of their use of the press 
(through their role as press-critics) as a tool of dissemination of their ideas. It is
* See Yannou 2002 for a reading of Kalomiris’s ideas on national music in the music o f his song From 
Foreign Kingdoms....
 ^ See Bliss 2001: 81 also for a summary of the educational and other activities o f these composers and 
of the official positions they held.
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characteristic of this attitude that Kalomiris in his first press-critique in the newspaper 
Ethnos on 22 February 1926 states: T decided to undertake this hard task because I 
thought that it was my duty to contribute to the guiding of our public opinion with 
regard to our musical issues’ (cited in Kostios 2005: 10).
The press critiques of the years 1925-1939 record a wide aversion to what was 
perceived as ‘modem’ music. It is the period, that through the wide performance 
activity of Dimitris Mitropoulos (1896-1960) (both as conductor and pianist) and also 
through the concerts in Greece of famous foreign performers of the period saw a 
widening of the offered repertoire, which now often includes relatively recent music 
(such as music by Debussy, Maurice Ravel, Arthur Honegger, Sergey Prokofiev and 
Manuel de Falla) (Romanou 2000: 150-162). For some critics of the period, works by 
Debussy, Arnold Schoenberg and Stravinsky represented ‘moral degradation’, 
‘decay’, ‘degeneration’, or ‘communist and subversive tendencies of the time’ (cited 
in Kostios 1985: A2)}^ Moreover, in a letter of 1935 Skalkottas records the refusal of 
the Greek musical context to give a single chance to his ‘serious’ twelve-note music 
after his return to Greece in 1933 from his studies in Berlin (discussed in Mantzourani 
1999: 58).
The idea of national music, strongly supported by Kalomiris throughout his life, 
concerned also most of the Greek composers of his age, while it exerted influence on 
the next generation as well. Because of the lack of analytical studies, much on the 
style of the music of these composers remains to be examined. Leotsakos (2001a) and 
Xanthoudakis (no date) propose a basic triple division of the stylistic orientation of 
these composers, regarding the main influence in their music, which in most cases is 
related with the place of their musical studies abroad: German post-romanticism (in 
the music of Antiohos Evagelatos (1903-1981), George Sklavos (1888-1976),
The continuing aversion in post-1950 Greece of composers o f the so-called ‘Greek national school’ 
towards modem music is discussed in Chapter Four, Siopsi proposes an interpretation of this aversion 
through the consideration of the ‘essential amalgamation of politics and ethics with aesthetics through 
the formulation of opinions and notions on tiiemes regarding national identity’: national identity ‘is 
defined on the basis of the aesthetic claims of purity, eternity and uniqueness’. Thus, while the “ good’ 
ethical model appears with a specific aesthetic code in the musical language (diatonic and 
‘traditional’)...[one of the perceptions ofj the ‘bad’ ethical model seems to focus on what is perceived 
as ‘modem’ (atonality, twelve-note)’ (Siopsi 2005: 19).
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Andreas Nezeritis (1897-1980) and partly that of Kalomiris)/^ French impressionism 
(in the music of Emilios Riadis (1880-1935)) and neoclassicism (in the music of 
Petridis).
According to Papaioannou’s recollections, the French orientation of Riadis was 
possibly his stimulus for going to Thessaloniki in order to take lessons with him 
during the academic year 1928-1929.^^ More generally, the context within which 
Papaioannou acquired his musical studies and made his first creative and professional 
steps in music was that of the two conservatoires in Athens in which the presence of 
the composers sharing nationalist ideas was important. Moreover, taking into 
account that Papaioannou was an assiduous attendant of concerts until the end of his 
life, it seems quite natural to assume that he acquired this habit from an early age and 
thus he might have attended many of the concerts offered by the thriving musical life 
of Athens in the late 1920s and early 1930s, the period from which his first extant 
works date. These works will be the focus of the short overview of the next section.
An overview of Papaioannou’s music up to the Humoristic Suite (1936)
Despite the fact that in his recollections Papaioannou suggested, as already 
mentioned, that his early inclination to French music was the motivating force behind 
his decision to study with Riadis in 1928-1929,^"  ^ in his first two extant works (the
Wagner is the most evident influence in the operas of Kalomiris, at least with regard to the use of 
leitmotifs, national legends and the non-division o f recitatives and arias (Romanou 2000: 131).
Information provided in two documents: the first is an interview of Papaioannou with Stefanos 
Vassiliadis (Vassiliadis 1984), and the second is a discussion of Papaioannou with Yannis Madakas in 
April 1983 (Madakas 1983). In the latter, Papaioannou also states Aat he was disappointed by Riadis, 
because he did not give him lessons in composition, but only in piano and orchestration (it is 
noteworthy that the latter is documented by Papaioannou’s copies of Berlioz’s treatise on orchestration 
and of the miniature score o f Mozart’s Symphony No. 40 which were bought in Thessaloniki in 1928, 
see the copies in P.L.).
Papaioannou studied piano with Marika Laspopoulou (he acquired his diploma in 1934) and 
harmony, counterpoint and fugue with Alekos Kontis (1899-1965) (he acquired the respective 
diplomas in 1930, 1932 and 1933) in the Hellenikon Conservatoire. He taught at the National 
Conservatoire at least for the academic seasons of the years 1934-1937 (for documentation see P.A., 
Box ‘Biography A’). Both conservatoires were founded by Kalomiris in 1919 and 1926 respectively. 
After Kalomiris leave from the Hellenikon Conservatoire, there were other composers representatives 
of nationalist ideas among the teachers o f the Conservatoire, such as Marios Varvoglis (1885-1967) 
and Kostas Sfekianakis (1890-1946).
Among the earliest French scores o f Papaioannou in P.L. which cany a date o f acquisition is 
Debussy’s Children’s Corner suite, bought in 1927.
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song Summer Rain AKI 1 and the Preludio & Fuga per due piani (en Si mineur) [sic] 
AKI 2) written in 1931 and 1932 respectively, this inclination is not prominent. 
Except for the relative sensitivity to harmonic colour which suggests French influence 
(as for example in the final major seventh, added major sixth chord of AKI 1 which 
sounds, however, stylistically awkward in connection to the much more traditional 
chord types of the preceding harmony) both works demonstrate a chromatic 
nineteenth-century harmony within a clearly established overall tonal fi-amework. 
More specifically, the chromatic harmony of the middle section of the ternary formal 
design of the song AKI 1 (bb. 15iii-26ii) avoids establishing a new centre through a 
succession of unresolved dominant or diminished-seventh chords reminiscent of 
Wagner, while the ensuing dominant of the tonic B minor in b. 26iv announces the 
return to the tonality of B in section A. In the Prelude of AKI 2, despite the tonally 
incoherent local harmony (as, for example, the quite abrupt return to the tonic B 
minor in b. 16i after an excursion to bVII) the overall tonality of B is established by 
the resolution of previously set up harmonic tension through the reappearance within 
the tonality of B of material first heard in different tonal regions (bb. 20-26 in bb. 50- 
56). In addition to clear instances of general harmonic practices of the nineteenth 
century (such as the shift to the local bin in b. 25i), a noteworthy specific nineteenth- 
century influence is suggested by a recurrent phrase in the Prelude; in terms both of 
harmony and melodic design, bb. 10-11 (see Ex. 2.1) are reminiscent of Chopin, 
whose music was among the standard repertoire that Papaioannou practised as a piano 
student during these years.
The slightly modified reappearance of this phrase in the Fugue shown in Ex, 2.1 
(together with the developmental expansion of the phrase of bb. 20-22 of the Prelude 
in the episode of bb. 39Ü-45 of the Fugue) creates an overall cyclic structure; this 
structure as well as the tight motivic working of the song AKI 1 (for example, the 
second section starts, in b. 15iii, with the modified augmented inversion of the main 
motive of the first section) point to the influence of Vincent d’Indy’s treatise Cours de 
composition musicale. Papaioannou bought this treatise in 1926 and the importance of 
d’Indy’s ideas on unity through motivic working and cyclic formal structures
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remained central to Papaioannou’s future music, as will be shown in the analyses of 
the next chapters and discussed in detail in the last chapter/^
The extant pieces of the following years up to Papaioannou’s graduation from the 
Hellenikon Conservatoire in 1934 demonstrate two quite different strands in his music 
of this period. On one hand, the songs Artificial Flowers (AKI 5, 1932) Mytilene 
(AKI 8, 1933) and Fatmé (AKI 10, 1933) show an increasing influence of the music 
of Debussy and Ravel and an increasing loosening up of the tonal argument. On the 
other hand, the song Evening (AKI 6, 1933) demonstrates an almost classroom tonal 
harmony with momentaiy shifts to close tonal regions and orthodox voice leading, 
while also traditional is the harmony of Daphnis and Chloé, song for choir and 
orchestra or piano (AKI 9, 1933), and of the Allegro en forme S dithématique for 
piano (AKI 13,1934).
In the songs AKIs 5, 8 and 10 the French influence is particularly evident in the 
following aspects: first, in the rhythmically pliable and metrically flexible melodic 
lines, second, in the use of fragments of the pentatonic and whole-tone collections 
(see in AKI 5 the whole-tone harmony of b. 9, and the pentatonic fragments in the 
piano part in bb. 15ii, 17ii, 19ii and 22ii, and in AKI 8 the whole-tone fragment 5- 
33(12) [0,2,4,6,8] in bb. 4ii-5ii and the succession within fragments of the 
complementary whole-tone collections in the piano part of bb. 17-18ii, shown in Ex. 
2.2) and third, in the non-functional ‘colouristic’ use of harmonies such as the half­
diminished harmonies in b. 28 of AKI 8.
However, in both the songs AKIs 5 and 8 the references to tonal harmony play an 
important and successful role in the delineation of aspects of the content of the texts. 
In AKI 5 the melodic line of the first verse stops in b. 10 possibly depicting the 
negative tone of the text so far, since it stops before the assertion (through repetition) 
of the centricity of the Db major triad in bb. 12-14 (the most stable harmony so far, if
While testimonies to the influence of d’Indy on Papaioannou are recorded in his analyses o f many 
works using d’Indy’s nomenclature, César Franck’s Sonata for violin and piano among tiiem (see the 
copy in P.L.), a fondness for cyclic structures might be also discerned in his decision to play two works 
by Robert Schumann in his final recital for his piano diploma: the Carnaval and the Concerto for piano 
(see the programme in P.A., Box ‘Biography A ’).
In the interview with Vassiliadis (Vassiliadis 1984), Papaioannou states that he learnt French through 
his reading of d’Indy’s treatise.
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the Bbs are heard as embellishments of the Abs)/^ Moreover, the harmony of the 
middle section might be understood as an approach of the ‘dominant’ Ab by its 
neighbours (the Gb- and Bb-rooted harmonies of bb. 18ii and 20ii-22i respectively); 
the advent of the Ab-based harmony in bb. 23ii-25i (the most important harmonic 
element in enhancing the overall centricity of Db) highlights the most positive section 
of the text.^  ^ In the much more tonally unstable AKI 8 the rhythmically diminished 
recurrence of the opening melodic gesture by the voice for the first time in b. 21 is 
highlighted by the strongest reference to tonal harmony throughout the song (the 
Bi/F#-E/B motion in the bass), underlining the quotation firom Sappho which is the 
dramatic climax of the poem.
Apart fi*om the possible acquaintance with the songs of Debussy and Ravel, we 
cannot specify the source of influence of the French orientation in Papaioannou’s 
music of these years with any certainty. Moreover, it is not known if Kontis, his 
teacher in harmony, counterpoint and fugue used to look at his music up to the 
academic year 1933-1934 during which it seems that they had regular lessons in 
composition;^^ however, it is worth mentioning that the works of the years 1931-1933 
were first presented in public in the student recitals given in the Hellenikon 
Conservatoire and in the programmes of these concerts Papaioannou is referred to as a 
student of Kontis.^^ In any case, taking into account Kontis’ mainly Germanic musical 
education, it is more possible to consider Kontis as a further influence on the tight 
motivicism of AKIs 1 and 2 rather than on the French orientation of AKIs 5, 8 and 
10.^ ^
A free translation o f the first verse is; ‘Artificial flowers decorate your chest, and even if  they are as 
beautiful as if they were real, they don’t have life, and they don’t smell of the pleasant scent of spring 
and youth’.
The second verse: ‘Even if  your flowers are artificial, from your chest they take breath, nice smell 
and youth, and from your heart they will blossom’. The appearance o f the Ab-based harmony in b. 23ii 
coincides with ‘they will blossom’.
P.L. includes many songs and piano works o f Debussy and Ravel which, however, do not bear dates 
of acquisition (except for Debussy’s Children’s Corner suite and the song Mandoline bought in 1934). 
However, as it is documented by the programme in P.A., Box ‘Biography A’ Papaioannou played 
Debussy’s etude En sixtes in his final recital for the diploma in piano in 1934. It is noteworthy that 
most o f Papaioannou’s miniature scores o f the orchestral music of Debussy and Ravel were bou^t in 
Paris in 1949-1950.
Papaioannou acquired the diploma in fugue in 1933 (see P.A., Box ‘Biography A’). Although AKI 
13, written in 1934, bears the note ‘Y. A. Papaioannou’s Graduate Exam in Composition’, I have not 
found Papaioannou’s diploma in composition either in P.A. or in the Hellenikon Conservatoire.
See P.A., Box 1, file ‘Concert Programmes 1932-1940’.
Kontis studied with Camille Saint-Saëns in Paris and Joseph Haas (a pupil of Max Reger) in Munich 
(see Symeonidou 1995: 192). Kontis’s music remains largely unknown because it is unpublished and
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The common aspect in the compositional histoiy of AKIs 6 and 9 and the one that 
provides a possible explanation for their traditional and simple tonal harmony is that 
both were possibly intended to be sent to competitions: AKI 6 to the competition 
organized by the Ministry of Education and AKI 9 to the competition of the Hellenic 
Choir/^ In this respect, it seems that these two works might be understood as a fiirther 
implication of the conservatism of the musical institutions in Greece of this period 
(discussed in the previous section) or, at least, as a suggestion of Papaioannou’s 
estimation that the traditional tonal language would ensure more chances of him 
winning a prize in the competitions entered with these works (an estimation which 
was confirmed by the prizes he won in both competitions)/^ In addition, the 
traditional harmony of the Allegro en forme S  dithématique (AKI 13) might have been 
a prerequisite of the exams in composition for which it was destined. The Allegro 
demonstrates an in-depth assimilation of d’Indy’s thematic perception of sonata form, 
while a specific influence might be also discerned. Papaioannou was practising 
Beethoven’s Sonata Op. 57 during the same period for his final recital of the diploma 
in piano,^ and the influence of this work might be recognized in two different 
aspects: in the opening texture in octaves, but also in the fact that the second theme is 
only partly transformed to the tonic major in the recapitulation (in bb. 99iv-105). In 
addition to the traditional ways of motivic manipulation, this work presents an 
interesting and quite idiosyncratic technique of thematic variation which reappears in 
Papaioannou’s music of the following years within disparate harmonic contexts in 
terms of tonal stability: the opening of the first theme of the sonata form (presented in 
the opening six bars) reappears as a continuous flow of triplets in the coda (bb. 125iv- 
128iv), in rounding off the overall form. In other words, the whole section of bb. 1-6 
is used as a series of notes in bb. 125iv-128iv and what establishes the thematic 
derivation is the unaltered pitch material.^^
there are no musicological studies on his music. His only piece that I have found (the first movement o f 
his Third Suite for piano written in 1929 and published in the periodical Moussiki Zoi Vol. 6, 3/1931) 
demonstrates a tight motivic working within an extended tonal harmonic language.
^ In addition to traditional tonal harmony, another aspect of AKI 6 uncharacteristic o f Papaioannou’s 
songs of the period is the piano texture in which the upper voice doubles the melodic line throughout.
^ See the relevant documents in P.A., Box ‘Biography A’.
He gave his final recital on 30 May 1934 (see the programme in P.A., Box ‘Biography A’); 
according to the inscription on the front cover of the manuscript, AKI 13 was written from the T* to the 
22"^  o f May.
^ Within the extant works of Papaioannou, this technique is first employed in the opening of AKI 10.
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The adventurous character in terms of form and harmony of Papaioannou’s two works 
written during 1935-1936 {Loneliness: Prelude, Five Variations and Intermezzo for 
piano with narration, AKI 14 and Humoristic Suite for piano, AKI 15) stands in stark 
contrast to the textbook-like form and harmony of the Allegro en forme S  
dithématique and suggests a sense of experimentation which was possibly a 
consequence of his graduation from the conservatoire. Loneliness is tonally the most 
ambiguous of Papaioannou’s extant works so far; in addition, the ‘variations’ of the 
title, rather than implying the traditional formal mould, are better understood as 
suggesting that the texts of the five sections with narration are variations of the theme 
of loneliness, since the Prelude acts by no means as the musical ‘theme’ of the 
subsequent sections. Moreover, it is interesting to note that what sounds as a variation 
is paradoxically not the so-called Five Variations, but the Trio from the Intermezzo: 
the Trio thematically varies and expands on the melody that is first heard in the 
middle voice at the opening of Variation I (bb. l-2iii). The reference to the material 
of previous movements occasionally seems to serve specific extramusical 
associations: the melodic phrase that is first heard in Variation II (bb. 11-12) as a 
suggestion of a ‘whimpering violin [that] plays an agonizing bowing’ reappears in 
variation IV (bb. 2ii-3ii, 8ii-9ii and 13-14) in response to the change of mood in the 
text (‘But here again the violin is changing the tune, as though it does not want to see 
me cheerful, and it begins subsided and plaintive laments’);^  ^more generally, motivic 
cross-references between the movements ensure a sense of overall coherence alluding 
to the model of cyclical multi-movement forms discussed in detail by d’Indy (1912)— 
Fig. 2.1 lists the cross-references between the movements in the Loneliness?^
On a more abstract level, an aspect of structure that might be considered an element of 
variation between some movements is the alternation of fragments of the 
complementary whole-tone collections, which can be heard at the very opening of the 
Prelude as is demonstrated in Ex. 2.3a. More specifically, in Variation I this
For a further discussion of this passage see also the analysis o f the Nocturnal Fantasy, page 63.
More abstractly, a further aspect of relationship between some movements is the recurrence o f ic 2 as 
the interval of transposition in the immediate repetition of material; this aspect first appears in the 
imitative opening gesture of the piece (bb. l-2i). Thereafter, in Variation HI every two-bar unit up to b. 
16 is immediately repeated a whole tone lower or higher, in Variation IV bb. 1-5 are repeated a whole 
tone lower in bb. 7—11, and in Variation V the first two bars are immediately repeated a whole tone 
lower.
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alternation has the form of a melodic motion between complementary whole-tone 
fragments containing the augmented triad in the middle voice of bb. l-2iii (see Ex. 
2.3b), while this alternation becomes an important aspect of the structure throughout 
the Trio of the Intermezzo. The irmer logic of the whole-tone references in the Trio is 
consistent and quite impressive, since it also plays a role in the delineation of the 
binary form/^ as demonstrated in Ex. 2.3c, whole-tone II gains focus in the first 
section since five of its members are heard by b. 3 in the repeated motivic 
configuration in bb. 1 and 3, while the aggregate of this collection is heard by the 
stretto of the opening motive in bb. 5-6, delineating the end of the first part. Because 
of the property of the augmented triad to remain invariant if it is transposed at T4 (the 
interval of transposition of bb. 1-2 in bb. 3-4), there are two highlighted augmented 
triads until b. 4: C#-E#-A (of whole-tone II) and C-E-Ab (the only members of 
whole-tone I heard in the first section). The final member of the stretto in b. 6 
enhances the sense of closure as it outlines the augmented triad of whole-tone II 
which has been emphasized so far (C#-E#-A). In the second section (bb. 7ff) it is the 
whole-tone collection I that gains focus with the same process, while the emphasized 
augmented triad is C-E-Ab, the one that ‘embellished’ the ‘centric’ augmented triad in 
the first section. In addition, the focus on the whole-tone collection I in bb. 11-12 
creates an immediate link to the whole-tone I content of the opening of the 
Intermezzo.
The fact that the whole-tone emerges as the referential collection despite the extended 
triadic texture of the harmony in many places throughout Loneliness is one factor of 
the tonal ambiguity. Another parameter is the literal intervallic inversion of whole 
units, which is part of the intensive motivic working within most movements 
(unprecedented in Papaioannou’s previous extant music): thus, for example in 
Variation I, the tonal implications of the diatonic parts of the texture (such as the Eb 
major collection of b. li-ii, upper voice) change totally with the literal inversion of 
whole units (for example, the inversion of b. 4 in b. 5).^  ^ Moreover, despite the
Of course, the reading that follows presents only one aspect of the whole picture; however, its 
audibility is enhanced, I believe, by the fact that it is based on the most consistent part of the whole 
texture in terms both of motivic working and pc collection, as well as on the unique ability o f the 
whole-tone collection to fill up the chromatic space with its two forms.
^ It is worth mentioning that inversion plays also an important larger-scale role in Variation III: bb. 9 -  
16 repeat (in trmsposition) the music of bb. 1-8 but tiie transpositional intervals o f the repeated two- 
bar units within each eight-bar section are inverted in bb. 9-16.
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momentary emphasis on specific pitches through the repetition of open fifths at the 
lowest register (such as the Bbi/F in bb. 1-5 of Variation H), no movement establishes 
a centric note or triad throughout. In fact the only relative sense of a tonal cadence 
appears in B minor at the very end. This ending, in addition to the reference to the 
sense of closure in tonality, is better understood as a musical representation of 
stability implied by the text (‘You take me to the forest holy Loneliness, trees and 
birds are now sleeping’). The emphasis on the unresolved c#  ^ until the very end, in 
addition to being an epitome of the important role of ic 2 throughout the work, might 
also be interpreted as a suggestion of the ‘owl [who] emphasizes rhythmically, with 
lament your [Loneliness’s] odes and sorrowful sayings’.
Many of the technical aspects of Loneliness (such as the important role of inversion, 
the intensive motivic working and the structural use of the whole-tone collection) are 
also discerned in the Humoristic Suite for piano, Papaioannou’s next work, although 
there the references to tonal harmony play a larger role in the articulation of small- 
and large-scale form.
Humoristic Suite (AKI 15,1936)
In many aspects the Humoristic Suite follows the Baroque suite archetype. However, 
of the four dances that usually form the skeleton of the Baroque suite, Papaioannou 
omits the first two: Allemande and Courante. Hence, in deviation fi*om the Baroque 
archetype, the Gavotte-Musette complex is situated after the slow Preludio, possibly 
in order to provide contrast within the Lento Preludio and the ensuing also slow 
Sarabande. This choice of movements and the inclusion of a Pavane and an Interludio 
cannot be explained by any possible model. The inclusion of the Gavotte and the 
Interludio certainly points to Schoenberg’s Suite Op. 25, but it is unlikely that 
Papaioannou had heard or come across this work before his travel abroad in 1949.^  ^In 
terms of its Baroque-like profile, but more significantly with regard to its pitch
30 In his interview with Madakas, Papaioannou mentions that his first contact with the twelve-note 
system and the work of the Viennese school in general took place in Paris in 1949 (Madakas 1983).
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organization, the Humoristic Suite stands quite apart from the type of suite envisaged 
by the Greek nationalist composers/^
The humoristic aspect of the music, suggested by the title, can be understood as an 
aspect of parody, as distortion of the Baroque model. The element of distortion can be 
discerned in many aspects: the conflict between the tonally unstable language with the 
binary formal designs which are created mainly from motivic factors, the absence of 
the typical upbeat texture in thé Gavotte, the occurrence of typical traditional 
processes within quite different contexts (such as the perfect fifth transposition of the 
Baroque-like figure of b. 5 in b. 6 of the passacaglia theme in the Interludio within a 
modal collection which comprises two augmented seconds that mitigate any strong 
tonal function by being situated between the fourth and fifth and the seventh and first 
degrees) and the reinteipretation of the drone bass of the traditional Musette by an 
ostinato in which the sense of a tonally defining motion around F# (by emphasizing 
the C#) is concealed by the semitonal or tonal clashes.^^
The most obvious Baroque-derived stylistic feature of the Humoristic Suite is its 
contrapuntal structure. The repetition and variation of the opening motives in each 
movement create motivic coherence which in part can be also perceived on a larger 
scale by the tight motivic association between the movements, as shown in Ex. 2.4. In 
fact, very little of what is heard after the opening phrase-unit of each movement has 
not been heard in some form before, in the same or in a previous movement. Fig. 2.2 
demonstrates how in the Preludio the form is articulated by the transposed literal or 
inverted restatement of whole units. Textural variety in these restatements results 
when hands swap materials, as in bb. 6 and 13.
In terms of harmony, this is mainly the by-product of motivic manipulation. Despite 
the fact that all movements end with triads, four of which are F# minor (see Fig. 2.3), 
these triads do not fimction as referential sonorities throughout the movements.
In an article of 1916 Petridis prompts Greek composers to write suites in the way o f Russian 
nationalists: as a series of movements which would depict scenes and rituals o f everyday traditional 
Greek life such as feasts, dances, weddings and laments (Petridis 1989: 144-145).
It is noteworthy that Papaioannou’s later letters to his nieces demonstrate that the distortion o f a code 
was central to his sense of humour, since many of these letters are consistently misspelled (one was 
shown in the exhibition on Papaioannou’s music and life o f2004, see Chardas 2004:157).
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However, as is discussed in detail below, the overall effect in terms of tonality is that 
of a gradual stabilization of the F# minor area.
The great instability of the tonal argument is announced by the pc content of the 
opening motivic material: until the end of b. 2 ten pcs (Bb, A, G#, D, F#, B, C, Db, F, 
E) are heard in almost successive order. Of the two remaining pcs, D# first occurs in 
b. 3i/l.h., while G does not make any appearance in the first four-bar phrase. The 
sparse texture further enhances this tonal ambiguity. The first unequivocal vertical 
triadic references occur at the end of the first phrase, in b. 4, but the final C# minor 
triad is not the outcome of a strong functional progression. However, C#’s priority is 
tentatively announced in bb. l-2 i in the ascending movement from G# to the 
metrically emphasized db  ^ (enharmonically c#^), while the harmony of b. 4 might be 
heard as a kind of a plagal cadence to the C# minor triad.
The subsequent occurrence of the open fifth on C# in the strong low register in b. 5 
confirms the priority of this pc in the preceding section. This register is revitalized by 
the C#-based sonority at the end of the third phrase in b. 12. The most interesting 
aspect here is that this chord occurs as a deviation from the literal inversion of bb. 1-4 
which had been followed so far in this section starting in b. 9. (Ex. 2.5 shows that if 
followed literally, the inversional process would conclude on a B major triad in first 
inversion.) However, the open fifth on E, in the high register in b. 13, announces its 
importance for the last section (bb. 13-17), which concludes on an E major triad.
There is a stronger sense of direction in the Gavotte than in the Preludio, which is a 
result of the consistently richer harmonic texture and its functional implications. 
More specifically, the mostly stepwise part-movement of the harmonic setting of the 
melody line certainly provides the feeling of forward motion. However, only at the 
end of b. 4 is there a sense of a functional progression, since the ‘dominant seventh’ 
chord on F articulates the return to the opening Bb. In the progression to the second 
formal section this chord leads to the Bb-rooted sonority (in b. 5i), which because of 
its flattened seventh component, sounds more like the beginning of a new motion than 
a stable harmonic point. In the first section the chord Bb-D-F# might be heard as the 
referential sonority, since it is the first chordal formation of the movement and in its 
recurrence in b. 3i is approached by semitonal adjacencies from all the constituents of
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the previous chord. The presence of the augmented fifth (F#) in this chord can be 
understood as an aspect of intersection of the vertical and horizontal dimensions of 
these bars, since F# belongs to the pc content of the melody line (see Ex. 2.6). 
Although in the present context Bb is emphasized both harmonically and melodically, 
the same collection recurs in the Interludio, in which it informs the passacaglia theme, 
but the emphasis there is on F#.^^
As shown in the second system of Ex. 2.4, the melodic vocabulary of both sections of 
the binary form is saturated by the motives a, c and d of the Preludio, the latter being 
the most significant since it governs much of the melodic material in both sections. 
Rhythmic repetition within sections acts as a significant surface cormective element. 
Ex. 2.7 outlines the main rhythmic patterns of each section and demonstrates that the 
contrasting character of bb. 9-12 results from the absence of the dotted figure and the 
introduction of the triplet.
In B^  the rhythmic acceleration resulting from the semiquavers of the rhythmic pattern 
creates a sense of animation and enhances the directed motion, which is mainly 
derived from the augmented version of the chromatic motive c in parallel major thirds 
in the lower part in bb. 5i-iii and 6i-iii. Ex. 2.8 attempts an interpretation of the voice 
leading and the harmonic basis of bb. 5-7ii.
Despite the plausibility of hearing in this passage an underlying progression towards 
the E minor triad in b. 7ii, mainly because of the directed character of the lowest part 
of the texture, there are two aspects that render this interpretation ambiguous: all the 
chords that have been assigned significance in terms of tonal function occur at 
metrically weak points and, more significantly, the role of the triad on e  ^ in b. 7ii as 
the local tonal goal is undermined by the a#^-b  ^motion in the highest voice. As shown 
in Ex. 2.9, pc E also initiates the whole-tone descent in the lowest part of bb. 10-12, 
which binds together a series of IV-V' 2^-like progressions in the upper parts. The 
interposed gesture in b. lliii-iv, essentially utters the dominant seventh in first 
inversion of the ensuing Bb-rooted chord in the light of the final progression of the
This collection in a modal capacity first occurs in Papaioannou’s output in the short Nocturno (AKI 
39 No. I) for solo piano, written some days before the Humoristic Suite.
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passage towards the Eb-rooted sonority in b. 13i. The functional role of the gesture in 
b. 11 is highlighted by the registral shift and the change of rhythmic texture.
In the motivic structure of the last four-bar phrase (bb. 13-16) there is a sense of a 
summary of previously heard elements. As shown in Ex. 2.10, almost every part of 
the texture is motivically informed. Moreover, Ex. 2.11 demonstrates that the 
ascending gesture in b. 16ii-iv forms a motivic connection to the repeat of the second 
section, being intervallically constructed on the ascending figure of the upper voice of 
b. 5iii-iv. In terms of harmony, the A-based chord in b. 16i-ii might be understood, in 
retrospect, as embellishing the Bb-rooted chord of the repeat of the second section of 
the binaiy form rather than as a point of arrival. The unstable character of this chord 
on A is due to its dominant seventh quality which is enhanced by the fact that it is 
approached by the half-diminished texture on E of b. 15iii-iv.
The strong sense of instability in tonal terms throughout the movement derives from 
the absence of points of triadic clarification. This sense does not essentially change by 
the last motion to an F# minor triad, the first ‘pure’ triad in the piece: despite the local 
focus on the F# minor triad by the cadential sense created by the fifth motion in the 
bass (b. 17^iii-iv) and the leading-note motion in the upper voice, this triad has played 
no role in the course of the movement.
The Musette is the first movement of the Humoristic Suite in which F# is emphasized 
almost throughout. Initially the priority of F# is hinted at by the ostinato figure and is 
confirmed by the melodic stasis oh f#  ^which articulates the end of the first section of 
the binary design (b. 4i-ii). In the second section the sense of stability is enhanced by 
the fact that both parts of the texture (up to b. 7iii) outline the same collection (F# G 
A B C# D E F#) and the metric and rhythmic emphasis on the members of F# minor 
triad in the upper voice. The occurrence of the motive that includes the descending 
perfect fourth in bb. 5iii-iv and 7iii-iv foreshadows the ascending fourth at the outset 
of the Sarabande (see Ex. 2.4).
The very beginning of the Sarabande is marked by the absence of motive a, which has 
been heard in introducing all the movements so far. Motive b, another prominent 
element at the opening of the Preludio, introduces the movement instead, through the
39
ascending perfect fourth towards ff? which is supported by an open fifth on F#. The 
priority of an F#-based chord is confirmed by the cadential progression towards the 
F# minor triad at the end of the first formal section in b. 12ii-iii and is reasserted in 
the coda that links to the repeat of the first section (bb. 23-25).
Ex. 2.12 is a harmonic synopsis in registral simplification of the opening two-bar 
phrase and demonstrates that unity, in terms of chordal vocabulary, is attributable to 
the ubiquity of diminished triads. The sharpwards motion of these chords, in 
conjunction with the ascending melodic design, creates a sense of forward movement 
which however does not lead to a stable harmonic point; it rather ends enigmatically 
on a whole-tone trichord (3-8) in b. 3i.
The F#-based texture in b. 3iii is the last reference to this sonority (essentially to the 
F#/C# dyad) which regains focus only towards the end of the first formal section (in 
b. 11). In b. 4iii a G# minor triad in root position (# : ii) is given momentary emphasis 
in being approached by its dominant in first inversion (if Eb and Bb are inteipreted 
enharmonically as D# and A#). However, the G# minor triad does not act as a 
dominant preparation since the functional potential of the subsequent e# is belied by 
the remainder of the texture of b. 5. It is rather an E-centred region that might be 
heard in the subsequent passages. This is announced by the E major triad in b. 6ii and 
despite the B-e motion in b. 7i-ii, it is mainly through the textures which emphasize 
the dominant B in bb. 9 and 10 that the focus on E is hinted at. Both textures have 
assimilated the Phrygian inflection F, which was first heard as the melodic component 
of the F major triad in first inversion in b. 8ii which might be heard as e: 11^  N. 
However, as was also the case in the Gavotte, no stable harmonic points accrue in the 
course of each section. Thus, despite the B-e motion in the bass (in bb. 9-1 Oi) that 
could have established the E minor region if an E minor triad had emerged in b. lOi, 
the progression is rather towards the E minor triad in first inversion at the end of the 
bar, which acts as a linear approach to the reassertion of F#’s priority. The latter is 
suggested in b. H i by the unison on F#, but more significantly by the fact that F# 
reactivates the lowest pitch so far which was previously heard only at the outset. The 
priority of the F# minor triad is established by the final cadence of the section (in b. 
12ii-iii) in which the chord type on V resembles that of the final cadence in the 
Gavotte (by including Bb, which functions as the upper chromatic neighbour of the
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third of the ensuing F# minor triad). The presence of the lowered seventh here instead 
of the leading note, corresponds to the participation of the same pitch in the melodic 
gestures that emphasize F# in bb. 1 and 3.
The second formal section is based exclusively on the thematic material of the first. In 
fact, there is an almost total correspondence between the thematic material that 
informs the chain of events in both sections, with one exception: bb. 3-4 and 5-6, 
which are closely related in terms of motivic structure, are ‘compressed’ in bb. 15-16. 
The transposition levels lead the second section to a B minor close, the ‘subdominant’ 
of the ‘centric’ F# minor triad of the first section. Thus, as with the latter F#’s priority 
that was announced at the outset, there is a B minor flavour at the opening of the 
second section. In fact, in b. 13 it is the dominant of B minor that is hinted at 
melodically and emphasized by the sustained at the bottom of the texture. 
However, the resolution to B minor that is hinted at by this gesture is thwarted by the 
f#-e descent in the lowest voice: the inversion of the upper voice of bb. l-3 i in bb. 
13-15i is literal, and the tonal implications towards E of the last section of the 
inverted melody are strengthened by the motion to the E minor triad in b. 15i. This 
phrase smoothly ‘seams’ to the transposition by a perfect fourth of bb. 5-10 in bb. 
15-20: the g^  at the top of the texture comes by an octave leap which corresponds to 
that of b. 3i-ii. The sense of direction towards the final B minor triad results fi-om the 
b: VI^-V  ^motion of b. 21ii-iii. The ensuing coda re-establishes the F# minor triad as 
the main tonal pole of the piece: the end of the transposition of bb. 5-6 in bb. 23-24 is 
modified so as to yield the augmented sixth chord of b. 24iii which leads (by 
semitonal motions) to the F# minor triad in b. 25i.
F# minor’s centricity, which has been gradually asserted in the foregoing movements, 
is abandoned in the largely tonally ambiguous Pavane. As in the Preludio, here the 
form is created by the juxtaposition of transposed or inverted versions of material 
presented in the first four-bar unit (see Fig. 2.4). Although, as shown in Ex. 2.13, the 
opening gesture might be heard as a motion to the G# minor triad of b. 2i, it is 
difficult to hear to what follows in traditional functional terms. The sense of direction 
is achieved mainly through stepwise motion between most parts of the vertical 
dimension. This results in the participation of the complete chromatic aggregate in the
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first four bars. The tonal instability is offset by regularity in the rhythmic field, in 
which the dotted figure acts as the strongest connective element.
As charted in Fig. 2.5a, the roots of the triadic references in the movement are five of 
the members of the whole-tone I collection. This fact results from the almost 
exclusive use of even-numbered transpositional levels (as shown in Fig. 2.4) and it 
acquires further importance for the way the music is experienced because of the 
recurrent local progressions of subsets of the whole-tone II to members of the whole- 
tone I collection, as listed in Fig. 2.5b.
The most striking feature of the Interludio is its length: it is the most extended 
movement of the Humoristic Suite, The theme of the passacaglia employs the pc 
collection which was first heard in the melodic line of the Gavotte’s first section. Now 
the F# minor triad is emphasized as the referential sonority of this collection, not only 
by the intervallic content, the melodic contour and the rhythmic identity of the theme, 
but more significantly by its subsequent harmonic setting, especially at cadential 
points. Ex. 2.14 is a foreground voice-leading interpretation of the passacaglia theme 
and demonstrates that the F# minor triad can be heard as the referential harmony 
because of the C#-F# motions at the veiy opening, in bb. 4ii-5i (towards the highest 
point of the theme, f#) and in bb. 7iii-8i, towards the final rest of the theme on F#.
The formal scheme of the Interludio is summarized in Fig. 2.6. All the formal 
subsections emphasize the role of the F# minor as the centric triad, except for the 
section in which the fugato theme is presented in eb (bb. 66iii-75). The type of 
cadence involved in revitalizing the priority of the F# minor triad at the end of each 
presentation of the passacaglia theme is the v^-i motion (Ex. 2.15a), whose cadential 
sense is enhanced in the present context: the E natural of the C#-rooted chord 
‘shortens’ the distance towards the F# within this context in which Eb is consistently 
present in the theme. Tonal sense is strengthened in the fugato section because of the 
‘tonal’ answer on the fifth. Traditional, functional V-i progressions appear only in two 
places underlining important events in the harmony: in the first (bb. 65ii-67i, see Ex. 
2.15b) a ii^ -V"^ 2-i  ^cadence initiates the motion to the new Eb-centred context, the first 
deviation from F#’s centricity. The second involves the circle of fifths harmonically 
(bb. 73-76, see Ex. 2.15c) in the motion back to the centricity of the F# minor triad.
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The short ensuing coda is a stretto which filters out the countersubject of the theme in 
its second and fourth occurrences linking thematically to the appearance of this as the 
opening theme in the ensuing Gigue.
If tonal feeling in the Interludio is partially weakened by the intervallic structure of 
the mode used in the passacaglia theme, this is not the case in the concluding Gigue, 
which is mainly based on the F# minor scale (in the present context the Bb of the 
opening theme sounds like the upper chromatic neighbour to A). Moreover, the binary 
form is now created through reference to the tonal scheme of the traditional binary 
movements i-v :||: v-i :||. The model of the Baroque Gigue is also discerned in the use 
of the fugato device at the outset and the ‘tonal’ answer. In comparison with the 
previous movements, the sense of tonal stability is also enhanced by the triadic 
chordal vocabulary. However, although there is a strong sense of direction which 
finally prospers in the V^g-i cadence towards v and i in the two sections respectively 
(bb. 6iv-7i and 12iv-13i) tonal clarity is blurred on the surface level in the last bars of 
each section. For example in the second section even if the reference in b. 13iv 
and the open fifth on F# in b. 14i create the functional overall tonal fi*ame, this sounds 
as if it is being decorated by chromatic melodic activity. However, it seems that 
Papaioannou intends to round off the overall form with reference to what was heard in 
the previous movements. Thus the right hand material is informed (in bb. 13i and 14) 
by a collection reminiscent of that of the passacaglia theme because of the double 
presence of the augmented second: F# G A Bb C# D Eb F#. Moreover, the augmented 
fifth chords in b. 9iii-iv recall the whole-tone harmonies of the Pavane, and the 
motive 3-3 [0,1,4] in bb. 13i and 14i, upper voice, relates to motive d, which has been 
important throughout the piece and especially in the Preludio.
As in Loneliness, there is a strong air of experimentation in many aspects of the 
Humoristic Suite. In terms of tonality, in opposition to Loneliness, the final triad has 
been gradually gaining prominence in the course of the work: by the unexpected 
ending on the F# minor triad in the Gavotte—achieved by the first of an extremely 
limited number of fifth bass motions—and the subsequent role of this triad as pole of 
tonal attraction. This role is established mainly through quantitive emphasis in the 
Musette and the Interludio and qualitative confirmation in the Gigue. Although the 
gradually defined tonal scheme is abandoned in Papaioannou’s large-scale works of
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the immediate following years, it regains structural significance in some of the 
Preludes (AKI 51, 1938-1939) for solo piano and the subsequent orchestral works of 
the period 1938 to 1944.
Tight motivic working and the motivic cross-references between the movements, the 
most characteristic feature of the Humoristic Suite, remained central to Papaioannou’s 
approach to large-scale formal organization in different periods. The most interesting 
aspect of motivic working in the Humoristic Suite lies not only in Papaioannou’s 
intention to provide motivic interrelation between the movements, but more 
significantly in the way the thematic material is built and employed. There is a flavour 
of serial technique in the literal or inverted restatement of whole units on different 
transposition levels. It is noteworthy that this kind of strict blocked organization is 
particularly evident in the most tonally ambiguous movements: the Preludio and the 
Pavane. In these cases the repeated units are treated as intervallic successions with no 
reference to the system of tonality.
The mode presented in the Interludio of the Humoristic Suite exemplifies an emergent 
focus on modal considerations. The next shorter piano piece, Odalisque, which will 
be analysed in detail, will attempt an interpretation of how triadic priority is 
established within a modal collection of potentially restricted tonal functionality.
Odalisque {AK12S, m i )
In the period between the completion of the Humoristic Suite and Odalisque 
(completed on 2 June 1937) Papaioannou composed Agnos (AKI 23, 1937), which 
carries the subtitle Dramatic Idyll with a Prologue and Two Parts (Lyric Theatre). An 
interesting aspect of the work hes in the modal vocabulary of the Prelude. In this, 
there are two protracted sections (bb. 128-183 and bb. 222-250—the total number of 
bars being 254), in which the priority of D is consolidated by the scalic presentation 
of different modal collections against a pedal on D. These sections are a valuable 
source of information with regard to the modal element in Papaioannou’s music of 
this period, in demonstrating his predilection for different modal collections with 
lowered supertonic (see, for example, bb. 134-147 in Ex. 2.16). The same observation
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applies to other works of these years, such as the Sonata for violin and piano (AKI 19, 
1936), in which the Phrygian inflections are the only modal reference within a tonal 
scheme based mainly on the major and minor scales. In both the above-mentioned 
works, modal collections with lowered supertonic are employed in providing melodic 
variety on the surface. In Odalisque the most interesting aspect is how pc priority can 
be perceived on a local scale through the semitonal motions inherent in such a modal 
collection and on a larger scale through reference to tonal harmony.
In Odalisque the oriental atmosphere, which depicts the sensuous dance of a young 
woman, is created from the very outset by the arabesque-like gesture. The main 
rhythmic element of the first section (bb. 1-14) is also of oriental origin, since it 
resembles the rhythmic structure of the tsifteteli dance (2/4: semiquaver-quaver- 
semiquaver-quaver-quaver).^"^ The second section (bb. 15-25) of the simple ternary 
structure provides textural contrast in employing melodic designs of improvisatory 
character. Papaioannou’s indication quasi Clarino seems to suggest his intention to 
provide the character of an instrumental interlude to this section.^^ This character is 
also implied by the rhythmic and harmonic ostinato, reminiscent of the stable 
rhythmic background in the improvisatory sections of eastern musical traditions.
However, the most important feature in creating the oriental atmosphere is the wide 
presence of the augmented second in the melody which is part of the pc collection 
which is used as a mode (F# G A Bb C# D Eb). This collection, first heard in the 
opening gesture, is the most important pc resource of the first section: it is used 
consistently in the upper voice of bb. 2-6 (the only exception being the e^  in bb. 5iii 
and 6iii which fimctions locally as the sixth natural degree of the ascending melodic 
minor towards g^ )^  ^and it informs the whole texture of bb. 10-11 (the only exception 
being the c^  of b. lOii/r.h.). The first tetrachord of the mode (F# G A Bb) occurs in 
passing in bb. 7iv-8i/l.h. and 13iv-14i/l.h. within the pentatonic context of these bars 
and in the Aeolian context of b. 9 (at the third and fourth beats). The implications 
made by these appearances are different: in bb. 7iv and 13iv the Bb-C#-F#
The tsifteteli dance, a typical feature of the eastern traditions, came to the mainland of Greece after 
1922, witii the refugees fi-om Asia Minor. See Petrides 1975: 59-61 and Holst-Warhaft 2001.
Clarino is the name used in Greece for the clarinet in its use in traditional music.
The c^  in b. 4iii/r.h. in the printed score appears in one of the two extant manuscripts of the piece. In 
the other it is c#^(see P.A., File 3).
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simultaneity announces the F# major triads of the subsequent bars, while in b. 9iii-iv 
the tetrachord foreshadows the mode’s consistent use in the ensuing bars.
The priority of pc F# as the centric note of the piece is tentatively hinted at by the f#^- 
c# -^f#  ^ upper component of the opening sonority, and also by the ending of the 
arabesque figure. F#’s priority is announced by the F# minor triads in first inversion, 
in bb. 2ii,iv and 3ii,iv, the most stable harmonies in these bars. In b. 7i the 
reappearance of the opening open fifth F#-C# in both hands is now emphasized 
rhythmically and by the fact that the F#i-C# of b. 71 activates the low register for the 
first time in the piece. This unambiguous focus to F# is confirmed by the 
embellishment of the F# major, major seventh chord by its chromatic neighbours in b. 
8 .
An important element in providing focus on F#, as shown in the first system of Ex. 
2.17, is that the F#-rooted sonorities are approached by some form of a chord based 
on the upper semitonal neighbour G, which is a member of the modal collection of the 
opening melody. A G-rooted sonority in b. 6iv articulates the passage to the new 
texturally and modally differentiated section, while in b. 14 it articulates the final 
cadence of the piece. The structural role of the G-based chord is emphasized in bb. 5 
and 6, in which it might be heard as a local goal because of the g: vii^-i motions (in 
bb. 5iii-iv and 6iii-iv, see the second system of Ex. 2.17).
There are two bars of ambiguous tonal character in the first section. Bar 4 is the only 
segment of the opening section (bb. 2-6) which is not immediately repeated. The 
tonal structure of this bar, if interpreted in traditional functional terms, is d: i-V^-Vl^- 
V .^ However, the following larger-scope considerations prompt a reading in which the 
A major chords are understood as being elaborated by their foregoing formations. The 
inner harmonic pulse of the surrounding bars (2-3 and 5-6) assigns greater structural 
significance to the second and the fourth beats, in which triads result by stepwise part- 
movement fi-om the previous chord. Moreover, the A major triad is functionally 
related to the progression towards g in the next bar, as shown in the second system of 
Ex. 2.17. The second bar of ambiguous tonal function is b. 12. While in terms of 
texture it acts as the harbinger of the second formal section, there is a sense of contrast
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derived mainly from the whole-tone trichord c^-e^-#^ of b. 1211, which has played a 
negligible role In the chordal vocabulary so far.
In terms of motivic working, b. 101-111 presents the variation technique of the coda of 
the Allegro en forme S dithématique: the opening arabesque is rhythmically varied to 
a continuous semiquaver unfolding.
The second formal section contrasts with the first by the consistency of Its pitch 
structure (drawing exclusively on the Aeolian collection on B) and its static character 
because of the ostinato figure. However, a certain sense of interrelationship between 
the two sections is produced by the intervallic content of the melody line which Is 
saturated by the trichord 3-2 [0,1,3] (see Ex. 2.18). Ex. 2.19 demonstrates an 
additional connective element between the two sections: in the second the inner 
harmonic pulse within the bars preserves in augmentation the harmonic pulse of bb. 2 
and 3, in which a consonance Is heard In the second beat.
The most interesting aspect of the Odalisque lies in the background articulation of the 
tonal structure shown in registral simplification in Ex. 2.20. While, in the first formal 
section the triadic formation on the lowered supertonic (which in its minor form is a 
triadic property of the outlined mode collection) assumes a high structural profile 
(depicted graphically by the stem in Ex. 2.20) and provides local support to the F# 
centre, the background tonal structure of the piece is articulated by F#’s 
‘subdominant’ on B, which is not included in the opening mode.
Despite its miniature length. Odalisque is quite successfiil in its textural variety and 
blending of modal elements. It is also representative of Papaioannou’s main 
compositional concern of this period to employ different modal collections in 
providing either surface melodic variety or structurally functional elements towards 
the confirmation of the essentially ‘monotonal’ argument. The results are sometimes 
less satisfactory in slightly longer pieces, as for example in the Minuetto for solo 
piano (AKI 31b, 1937), in which the same modal formation as in Odalisque is 
employed in the first Minuetto section but the overall harmony is less inventive.
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In both the previously analysed piano pieces musical narrative is mainly based on the 
priority of melody and motive. It was in the d Nocturni (AKI 39, 1936-1938), 
particularly the last five, in which a gradual flexibility in terms of motivic working is 
discerned. This is mainly due to an increasing sensitivity to timbre, possibly 
influenced by the description of Debussy’s music in the literature on Debussy that 
Papaioannou bought these years.^  ^ In terms of pitch organization elements that had 
played a constant but subsidiary role in his previous music are now exploited more 
systematically. Pentatonic and whole-tone collections become important resources in 
both the vertical and horizontal dimensions. The chordal vocabulary consists mainly 
of extended formations of triadic origin, such as the augmented fifth and the added 
sixth and ninth chords. Furthermore, parallel chordal textures in colouristic effect 
assume the status of a salient stylistic feature. These elements remain central to 
Papaioannou’s music of the following years and will be discussed in detail in the 
following analysis of some of the Preludes.
With regard to biographical considerations, the year 1938 is marked by an event of 
decisive significance for Papaioannou’s career. On 9 April 1938 he gave the first 
concert exclusively devoted to his works at the Athens Conservatoire Hall. Both the 
two extant press critiques in P.A. make reference to the wide public response, but 
their perception of Papaioannou’s music is widely different.
The anonymous reviewer of the newspaper Ethinki, possibly emphasizing the 
contrapuntal texture in the three works for violin and piano presented in the first half 
of the concert, referred to Papaioannou as ‘the rising Bach of Greek serious music’ 
(Anonymous 1938), while Alex Toumaissen (1938) argued that Papaioannou was ‘a 
rare musical talent..., whose works lack the sense of architecture in music’. The latter 
comment is possibly made in connection with the second part of the concert that 
included Papaioannou’s works in which Debussy’s influence is most evident. The 
most obvious outward sign of this influence is the instrumental combination of flute, 
viola and harp in the three pieces that ended the concert (Nocturno AKI 30, 1937
Papaioannou bought two books on Debussy in 1938 (Boucher 1930 and Chennevière 1913). 
Chennevière, in describing the colouristic value of dissonant chords in some cases in Debussy’s music, 
notes: ‘les accords sont employés pour leur seule valeur sonore’ (Chennevière 1913:22).
48
Pastorale AKI 35, 1938 and Romanesca AKI 37, 1938).^  ^ It seems that 
Papaioannou’s fervent compositional activity during the first quarter of 1938, can be 
explained in the light of these two facts of differing nature. The concert acted as the 
most important motivating factor in the almost every day production of a piece, while 
this ease of writing stems firom his consistent exploration of material derived from the 
same source of influence: Debussy.^^
The two series of twelve Preludes for solo piano (AKI 51), the first of which was first 
performed by Papaioannou himself in the above-mentioned concert, demonstrate 
perhaps the closest point of affinity between Papaioannou and Debussy, in that they 
find their immediate model in Debussy’s two Books of Préludes. This affinity is 
displayed particularly in their titles, which in some cases are strongly suggestive of 
Debussy’s influence (for example. No. IX Miss A. J  Eccentric and No. XVI The 
Plain with the Poplars). Moreover, the placing of the titles in brackets at the end of 
each Prelude, apart from pointing to the specific model of Debussy’s Préludes, can be 
also understood as a suggestion of the wider influence of the symbolist aesthetic on 
Papaioannou during this period. The characteristic element of this aesthetic to capture 
sensations rather to describe is more overtly suggested in Papaioannou’s programme 
note for the first performance, in 1941, of his Corsair (AKI 54, 1939) for orchestra. 
He starts the programme note by stating that the ‘element of description plays a 
relatively small role in this symphonic tableau; what prevail are a lyrical sense and the 
changes of an anxious soul’.'^ °
In the Preludes for piano, the most obvious element of what is perceived 
‘impressionistic’ piano writing is the wide occurrence of reiterative aipeggios often of 
non-functional harmonies, as, for example, in Preludes Nos I (bb. 17-24), XVII (bb. 
4-20Ü and 23-29), XX (bb. 6-8 and 19-21) and XXI and the large appearance of 
parallel motions of non-functional chords, like the parallel triads in root position in
See the programme in P.A., Box 1, file ‘The First Concert with Works by Y. A. Papaioannou’, 
Indicative of this activity is that the first twelve Preludes for piano were written within nineteen days, 
fi’om 28 Januaiy to 15 February 1938.
See the programme in P.A., Box 2, file ‘Concert Programmes 1941-1950’. The relationship o f the 
symbolist aesthetic to musical ‘impressionism’ is discussed in Pasler 2001.
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Prelude No. XVII (bb. 1 and 2011-23)) and in second inversion in Prelude No. XIX 
(bb. 10-11).'“
The chief concerns of the following detailed analysis of four Preludes are to show 
how the tonally non-dynamic pentatonic and whole-tone collections interact within a 
harmonic framework which does depend for its articulation on references to tonal 
functions.
Preludes for piano Nos III (Aquarella), IV {Dance), V {Moonlight) and XXTV 
(Girl Swimmer) (AKI 51,1938-1939)
In Prelude No. m  an Eb-rooted triadic centre is announced in bb. 24—25 by the first 
and only V-I-like motion in the work. The sense of tonal closure is created by the 
Bbi-Ebi motion in the previously unoccupied lowest register and the leading-note 
motion d^-eb  ^at the top of the texture. The repetition of the bass Ebi in the next bars 
establishes the centricity of Eb.
Although the form is through composed and non-recapitulative, the first occurrence of 
an Eb minor triad in b. 15i, the first uncontaminated triad up to this point albeit in the 
unstable first inversion, might be heard as dividing the piece into two sections. This 
formal division is the outcome of both tonal and textural differentiation between 
sections: the tonally unstable first section is marked by reiterative melodic fragments, 
while in the second, imitative melodic texture stands on the surface of background 
harmonic motion towards Eb. Ex. 2.21 shows how the ubiquity of a descending or 
ascending perfect fourth in the melodic fragments, which are for the main part 
pentatonic subsets, acts as a tentative unifying motivic factor.
Ex. 2.22, a ‘middleground’ graph of the whole piece, shows that a half-diminished 
chord on Bb in first inversion is embellished up to b. 7 by a chord which contains 
chromatic adjacencies of this chord. The recurrence of Eb in the melody line is in 
most cases incongruous to the harmonic context (only in b. 5ii-iii is momentarily
The emphasis on the ejqjloration of timbre is also discerned in the focus of the opening of Prelude 
No. II on a single note.
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resolved to fb ,^ a member of the sustained sonority) and thus it might be understood 
as a tentative reference to the subsequent centricity of Eb. Ex. 2.23 is a foreground 
voice-leading interpretation of the opening melody up to b. 7, which also shows how 
uniformity and unity is achieved by the employment of a single trichord: 3-4 [0,1,5].
In Ex. 2.22, diagonal arrows depict what is the most interesting tonal structural aspect 
in the first section. Two of the members of the embellished sonority, namely Fb and 
Db, provide the roots for E (enharmonically Fb) major and Db major harmonies in bb. 
8 and 12, the only two harmonies so far which are emphasized by their open fifths in 
the low register. Thus they can be heard as taking part in the bass linear projection of 
the opening sonority. The first reference to a ‘pure’ triad, to the Eb minor triad in b. 
15i, prompts a perception of the harmonies of bb. 20 and 23 in their traditional 
function within Eb tonality as preparing the dominant, despite the harmonic 
bewilderment of bb. 17-19. Thus there is a sense that the Bb-rooted harmony of b. 24 
has been prepared.
In terms of interval content, the whole-tone content of b. 24i relates to that of the 
chord which embellished the Bb-rooted half-diminished chord in bb. 1-7."^  ^ The 
whole-tone aggregate appears twice in the course of the piece. Ex. 2.24 shows the 
functional implications made by the reiteration of the same whole-tone aggregate (I) 
in bb. 9i, H i and 13i. In its first presentation this whole-tone aggregate allows for a 
static quaUty, by virtue of notes common to the E major environment, while in its two 
subsequent occurrences it can be understood, in retrospect, as a local link to the 
ensuing Db-centred region.
The observation that Db acts as an interim goal of motion in b. 12, would also prompt 
a different reading of the whole tonal structure, in which the Db major chord would be 
assigned the role of a ‘Contrapuntal Structural Chord’ in Felix Salzer’s terms."^  ^
However, in order to evaluate these different readings, reference should be made to 
the structural role of the half-diminished sonority on the fifth scalic degree in 
articulating progressions towards the centric triad in the consistently Phrygian context
eb^  in b. 24i o f the published score is a misprint; in the manuscript this note is an e^  natural (see P.A., 
File 4).
See Salzer 1962.
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of other works of Papaioannou of this period, such as the song Separation (AKI 17, 
1936)—see Ex. 2.25. Although such an observation is valid only regarding 
Papaioannou’s compositional practice, in the present piece such a progression might 
be heard as being projected in the overall structure mainly for two contextual reasons: 
the focus in the low register on the constituents of the opening sonority, and the 
consistent Eb Phrygian collection in the melodic voice of bb. 1-7.
While in the Prelude No. DI pentatonic fragments act as the most prominent 
connective feature of the motivic design, in the Prelude No. IV {Dance) the pentatonic 
collection, in its different forms, is the single source for the melodic material. Fig. 2.7 
summarizes the pentatonic material heard in this simple ternary design.
The way the melody unfolds is the most interesting aspect of the first section (bb. 1- 
13), since the harmonic basis traces the F: V-I progression in the upper voices of the 
harmony, against a pedal on the fVg^  dyad. Up to b. 3 the members of the pentatonic 
collection F G A C D essentially elaborate the members of the repeated C major triad 
of the harmony and in this context d^  is heard as the upper neighbour of c^ . However, 
the pc D gains focus in the subsequent bars by being highlighted both melodically (by 
the melodic twirl around d^  in bb. 5 and 6 and the a -^d  ^motions in bb. 7 and 8) and 
rhythmically (in b. 9ii). Although in b. 10 the pc G regains momentary focus, the next 
bar filters out the common notes of the two pentatonic collections in finally 
emphasizing the pc D. Thus, the actual sonority up to b. 12, is that of the C dominant 
seventh added ninth in second inversion against the pedal F (see Ex. 2.26).
The contrasting character of the middle section is effected by the black-note/white- 
note bitonal texture which contrasts with the diatonic clarity of the previous section. 
The prominence of Eb as the emphasized pitch of the black-key pentatonic is asserted 
in b. 16: the descending motion in the previous bars culminates on the minim on eb, 
the lowest note of the piece up to this point.
As demonstrated in Ex. 2.27, the harmonic basis of the short section (B^) which 
effects a link to the repeat of A, is fimctionally related to the preceding black-note
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material,"^ while the Vg#^  dyad at the bottom of the texture is yielded by semitonal 
shifts from the so far constant drone on fVg\ implying a new pedal on F#. The sense 
of forward movement towards F#, created by the progression of fifth-related chords, 
provides contrast to the static quality of the preceding stratified texture. The final 
outcome of this short passage is indeed a chord on F# in b. 22, albeit a half­
diminished one. The role of this chord as an interim goal of motion is emphasized by 
its large rhythmic value. By the semitonal motion of some of its members to the 
members of the harmony of b. 23, this chord provides a linear link to the repetition of 
the first F-centred section.
There is a sense of summary of previous events in the chords in the penultimate bar, 
which are interposed before the final progression to the centric F. Their type links to 
the sustained dominant sonority in section A, while the succession of the chords of the 
lowered seventh and the tonic (bb. 35-36) implies linearization of the superimposed 
levels of activity (on Eb and F) in the middle section. The final chord comprises the F 
G A C D pentatonic aggregate, epitomizing the role of this collection in the piece.
Perhaps the most interesting aspect of the next Prelude chosen for analysis (No. V, 
Moonlight) is how the tonal goal is attained by the interaction of diatonic and whole- 
tone elements. As shown in Fig. 2.8, formal design consists of two sections, of which 
the second is a varied and extended repeat of the first, and is articulated by phrase- 
units of differentiated tonal material.
Despite the rhythmically active melodic material, the almost motionless harmonic 
background of each phrase-unit creates a sense of stillness depicting the nocturnal 
atmosphere: in phrases a and c the local centric chords on F and Db respectively are 
elaborated by their subdominant, while in phrase b the sense of stasis is created by the 
whole-tone I environment, the compressed melodic compass and the sparser rhythmic 
texture. In phrase a the ambivalence between Db and the Dorian D natural in both 
melodic and chordal textures ends in favour of Db by the gesture based on the 
dominant major ninth chord on Db in b. 5ii, which comprises four of the members of 
the whole-tone II. The chordal identity of this gesture hints at two important aspects
^  If the G# minor triad of b. 20 is heard in relation to the Eb-centred (enharmonically D#) material of 
the previous section.
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of the large-scale unfolding of tonal structure: firstly, it implies the final prominence 
of a Db-rooted harmony and secondly, it announces the important role of the whole- 
tone collections.
The latter is soon confirmed in phrase b, in which the complement whole-tone 
collection I is heard against an open fifth on D. However, the passage to the D-rooted 
situation is effected by the V-I suggested motion in bb. 6-7, yet the sense of direction 
is weakened by the absence of bass support to the ‘dominant’ gesture of b. 6.^  ^
Thereafter the upper voice revolves around pc G#, the latter receiving further 
emphasis in being the final note of the whole-tone I descent in b. 9ii. Because of the 
motion to the Db-rooted harmony of phrase c, the harmonic texture of phrase b which 
is based on the superimposition of the D major triad and the whole-tone guise of the 
dominant chord on Ab is in retrospect understood as having a local dominant-like 
function (the emphasis given to G#, enharmonically Ab, in bb. 7-9 enhances this 
reading).
Harmonic inactivity within phrases is preserved m their subsequent repetition, while 
there are certain aspects that strengthen the role of Db as the focal point of the tonal 
structure. The first is the transformation of the G#-F# melodic unit of phrase 6 to a 
Db: 5-4-5-1 melodic motion of the sustained notes in bb. 24-25, which has a 
referential status to the Db major tonality, standing out fi-om the whole-tone I 
fi-amework. The same purpose is served by the twice repeat of the Db-rooted phrase in 
bb. 28-34, in which the momentary feeling of movement created by the stretto in the 
upper parts of bb. 28-31 is immediately weakened by the repetitive chordal texture at 
the top register in bb. 32-34. However, the most important factor in terms of the final 
priority of Db is the repetition of phrase b (bb. 37-39), which is based on the 
harmonic complex which superimposes the members of whole-tone I on a D-rooted 
extended triadic formation: this gesture effects a cadence to the Db chord by 
semitonal part-movement (see Ex. 2.28a)."^ ^
If the gesture of b. 6 is perceived, in retrospect, as comprising elements of the ‘dominant’ of the 
ensuing D-centred harmony, the ab^  of b. 6ii is understood as the accented chromatic neighbour o f the 
seventh g \
^  A similar succession in cadential effect is discerned in the Prelude No. II (bb. 28Ü-31) (this motion is 
discussed in page 19).
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The D-rooted sonority is the only chordal formation of the piece that receives tonal 
definition by local traditional cadences, which however involve nebulous surface 
voice leading resulting firom the fi-equent change of register. Ex. 2.28b displays these 
instances in registral simplification. In the first two the direction is clearly towards the 
D major component of the sonority, while in the last the diminished chord might be 
interpreted as embellishing the D major component of the texture. A similar to the 
latter chordal succession is heard in bb. 27-28, where a diminished harmony acts as a 
link to the Db-rooted region that follows.
Similar function as a local linear link is acted by the half-diminished chord on F# in b. 
13. The occurrence of this chord here resembles its appearance in Prelude No. IV (b. 
22) and underlines Papaioannou’s wide use of this formation in a manner 
disassociated fi-om its traditional function. This case is representative of its treatment 
as a kind of an augmented sixth formation. Moreover, in the present situation the F#-F 
downward semitonal movement of the roots reflects the D-Db bass movement in the 
motions towards the Db pole.
In the second set of twelve Preludes, written a year later, the pentatonic and the 
whole-tone collections still form the basic constructive material. However, there is a 
considerable change of style, in that the sound image becomes more vague as a result 
of the almost complete absence of motivic working.
The Prelude No. XXTV {Girl Swimrher) is wholly representative of the second series 
of Preludes both in terms of style and pitch organization. The texture until b. 14i 
consists of a continuous flow of rippling arpeggio-derived figures presented by the 
pianist in a manner which perhaps intends to create a visual representation of the girl 
swimmer’s movements. The rhythmic and agogic design of this section also relates to 
the image of the girl swimmer: the fi-equent change of tempo in bb. 6ff is organized in 
a manner that possibly depicts different stages of her effort, culminating in the 
rhythmic and agogic accelerando of the ascending figures up to the top register in bb. 
13-14i. From this point onwards all the elements of structure contribute to the 
creation of a calm picture, possibly suggesting her tiredness.
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Thus, the through-composed formal design of the piece divides into two texturally 
and harmonically differentiated sections. In the second (bb. 14Ü-20), the sense of 
static quality is effected by the dilution of rhythmic activity and, more significantly, 
by harmonic considerations: Abi in b. 14ii, the lowest note of the piece, announces 
the priority of Ab-rooted harmony, which is subsequently consolidated mainly 
through repetition of pentatonic figures that emphasize Ab in the lowest register. The 
harmonic stability of this section, although momentarily questioned by the harmony 
of b. 17 which is discussed later, stands in opposition to the dense harmonic activity 
implied by the arpeggio-derived figures of the first section.
Despite the fact that the tonal structure of bb. 1-14 is enclosed by the Eb dominant 
seventh gesture at the outset and the Ab-rooted harmony in b. 14ii, thus implying a 
Ab: V^-I overall tonal firamework, the roots of the triads emphasized registrally in this 
section (by being situated in the lowest register) are members of the same whole-tone 
collection (I): Gb major in b. 6i, D major in b. 12i and Ab major in b. 14ii. Although 
the most significant, this is only one aspect of the pervading whole-tone element 
which is fleetingly announced by the whole-tone content of the opening gesture (eb^- 
g^-db^-cb^-f^): surface harmonic motions are saturated by augmented chords at 
important junctures of the background harmonic structure. Ex. 2.29 summarizes the 
places in which the alternation of whole-tone subsets assumes a fimctional role in 
terms of the registrally emphasized subsequent Gb and Ab harmonies of bb. 6i and 
14ii respectively. It is worth discussing the interaction of diatonic and whole-tone 
elements in these passages. In the first, the Db augmented triad (Gb: V^ )^ that frames 
the chordal succession in b. 5, is elaborated but not emphasized by the interposed 
succession of augmented triads that belong to the complementary whole-tone 
collections, since in diatonic terms, this succession is Db: However, this
slight surface detail adumbrates the final Gb-rooted outcome of the motion by means 
of the whole-tone elaboration of the Gb augmented triad that occurs at the relatively 
strong part of b. 5. In the second passage (bb. 12-14), tension is enhanced by the 
enrichment of the alternated whole-tone subsets that are derived from the 
complementary collections. There is a strong sense of cadential process heightened by 
the accelerating rhythm and the registral ascent. This results mainly from the fact that 
the whole-tone II subset (Db Eb G B) comprises the pitch members of the altered 
dominant formation (V^#s) of the ensuing Ab-centred region. However, the final
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outcome of the whole-tone confrontation, before the occurrence of the Ab gesture, is a 
single Bb at the beginning of b. 14, which creates a link to the ensuing pentatonic 
collection, while it is also later emphasized as the highest note of the chord-supported 
melodic fragment in bb. 15-17.
While whole-tonally related triads receive attention as the main triadic references in 
the piece, there is a subsidiary emphasis given to the dominant and the subdominant 
tonal regions of the finally asserted Ab-rooted harmony. As shown in Ex. 2.30, there 
is a sense of functional progression towards Eb in the opening two bars; however, the 
pentatonic pattern in b. 2ii, although it registrally emphasizes pc Eb as the highest 
pitch so far, avoids establishing an Eb-rooted chord. The ensuing upward semitonal 
fransposition of the same pattern (in b. 3) is slightly modified (F# instead of B at the 
end), so as to create an immediate connection to the subsequent whole-tone texture. If 
G# is interpreted enharmonically as Ab, this augmented triad tentatively announces 
the Db-rooted triad of b. 5. The latter is reached by the gesture of b. 4ii, which 
juxtaposes a trichord of the dominant seventh chord on Ab and the members of the F 
major triad. It is worth mentioning that this progression, in which some form of the 
local dominant chord is elaborated by the VWI, is an additional sign of Debussy’s 
influence and recurs frequently in Papaioannou’s works of this period (for example in 
the Prelude No. XIX, bb. 10-11)."^  ^ In the present context, while c^  acts as a local 
leading note, a^  of the interposed chord is sustained in the following augmented triad 
making the reference to the subdominant of the final Ab tonal pole quite fleeting and 
unstable.
While in bb. 7-8 contrast to the previously heard material is provided by the larger 
harmonic pulse based on two half-diminished formations of ambiguous tonal 
direction, the upper part of the gesture in b. 9 in its F# profile, acts as a weak 
reference to the Gb-rooted triadic reference of b. 6. Tonal ambiguity is further 
enhanced in the passage of bb. 10-11: the main element that binds this passage 
together is the melodic progression in the top register (c^-db^-eb^-e^), which is
Wallace Beny discusses this progression as part of his analysis of Debussy’s song ‘C’est I’extase 
langoureuse’ (No. 1 of Ariettes oubliées) and explains the role o f the interposed chord as ‘one o f linear 
connection and elaboration’ (Berry 1989:146).
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intervallically identical to the melodic fragment heard at the opening (g^-ab^-bflat 
cb^).
The sense of tranquility in the Ab-centred pentatonic section (bb. 14-20) is 
momentarily threatened by the rhythmically contrasting gesture in b. 17ii. This 
gesture recalls the material of the first section: rhythmically, it momentarily restores 
the initial quicker inner pulse, while in terms of harmony, the whole-tone melodic 
fragment of the upper-voice (which employs the whole-tone I collection whose 
members provided the roots of the registrally emphasized triadic references in the 
piece) is supported by a Gb half-diminished chord, whose Bbb in the bass can be 
heard as a chromatic embellishment of the centric Ab.
But what creates the greatest contrast to the calm atmosphere in the last section is the 
unstable nature of the final cadence. Although the participation of the leading note 
(g )^ in the penultimate chord (b. 19ii) ensures the sense of direction towards the Ab- 
rooted last sonority, the chordal identity of both last sonorities eschews the final 
establishment of a strong tonal feeling. The penultimate formation, which is 
essentially a half-diminished chord on Db in first inversion, consists of pcs that would 
lead by semitonal voice leading to an Ab major triad, albeit in its unstable second 
inversion. Nevertheless, this potential is not realized although an Ab-centred chord 
does appear as the last sonority. However, the sense of a dissolving ending is created 
by the major seventh intervallic relationship between the outer voices and the absence 
of open fifth upon the bass. Endings of an enigmatic nature recur in Papaioannou’s 
tonal period in stylistically different contexts and they are, in most cases, associated 
with the subject suggested by the title. If the ending of this Prelude creates doubts 
regarding the final success of the girl-swimmer’s effort, a similar tonally unstable 
ending (with regard to the intervallic structure of the final sonority) in the Prelude No. 
XDC {The Fairy) is employed possibly to depict the ethereal faiiy image finally 
evaporating. While the pictorial aspect implied by the titles is quite successfully 
depicted in all the previously analysed Preludes, the Prelude No. XXIV is 
representative of the second series of Preludes, in which there is a more sophisticated 
employment of the same material that was initially systematically explored in the first 
series. For example, if the Prelude No. IV displayed a simpler approach to the use of 
pentatonic collections, their appearance in the Prelude No. XXIV is strategically
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placed: in b. 2ii the pentatonic fragment essentially questions the role of the dominant 
for the Eb-rooted chord, which indeed does not receive emphasis later in the piece, 
while the sense of stillness in the tonally more stable section (bb. 14-20) is partly 
created by the pentatonic context.
The above analysis of the four Preludes demonstrated that Papaioannou does not try 
to conceal the obvious French origin of the harmonic and melodic materials; rather he 
works on them, attempting stylistic consistency within each piece separately and 
within the two series of Preludes as a whole. The systematic use of the pentatonic and 
whole-tone collections acts as an important element of the structure. However 
traditional tonal functions can be perceived, mainly at a local level, supporting the 
important triadic references.
The musical language of Papaioannou’s Preludes stands apart from the main 
compositional concerns of the Greek nationalist composers during this period. 
References to Greek musical tradition are not the main focus, while the musical 
argument has nothing of the exuberant late-romantic style of Kalomiris’s Preludes for 
piano written in the same period.
All the above-analysed pieces are representative of Papaioannou’s strategy during this 
period with regard to large-scale unfolding of the tonal argument: the mainly triadic 
pole of tonal attraction is asserted or gradually established during the piece, while, at 
the end, it is consolidated either by repetition of the root at the low register, or by 
cadences of quasi-functional tonal character. The cadential repertoire comprises 
traditional V-I progressions (in which the dominant often utilizes an altered form), but 
also progressions in which the pc of the lowered supertonic acts as an upper leading 
note to the tonic. As shown in the previous analyses, chordal formations rooted on the 
lowered supertonic play an important role in cadential situations in different contexts. 
Examples are found within the modal environment of the Odalisque and the whole- 
tone context of the Prelude No. V. This cadential use of sonorities rooted on the 
lowered supertonic adumbrates the structural significance that Papaioannou assigns to 
these formations in his works of the period 1944-1948 in which he employs the 
modes of the Byzantine chant.
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The main constructive elements of all five piano works written shortly after the 
completion of the Preludes (the Nocturno AKI 52, 1939 and the last four of the Five 
Preludes AKI 62, 1939-1940) resemble those of the Preludes (AKI 51). Thus for the 
sake of avoiding repetition, the following brief discussion will focus on specific 
aspects of harmony, indispensable to a broader stylistic account of Papaioannou’s 
music of this period.
In the most tonally ambiguous of these works, the Prelude AKI 62 No. IE, the final 
open fifth (F#/C#) is tentatively hinted at by the metric, rhythmic and registral 
emphasis on these pcs at the upper part of the opening section (bb. 1-14)."^  ^ More 
specifically, the pc F# frames the upper voice in the first subsection (the endpoint, in 
b. 10, being the highest pitch so far) while pc C# is metrically and rhythmically 
projected as prominent in the intervening bars. Thereafter, the embellishing motion 
around the dyad confirms the priority of these pcs. Of course, one has not to
underestimate the seriously undermining role of the other strand of the texture, an 
ostinato gesture that, by emphasizing pc E, creates a kind of a bimodal effect—a 
device broadly used in the remainder of the piece, being a serious agent of the overall 
harmonic ambiguity. A greater, yet still weak, harmonic support is provided for the 
melodic emphasis on pc B at the outset of the Nocturno AKI 52 (bb. 1-7), which 
emerges as the overall pole of tonal reference. A recurrent type within Papaioannou’s 
harmonic vocabulaiy, the one combining elements of tritonally-related triads, 
alternates with an expanded form of the B minor triad, while the melodic line twirls 
around b \  The opening harmonic texture can be heard as having an embellishing 
fimction and, in this respect, the inclination to hear the ab  ^of b. 2 as a non-harmony 
note, is soon confirmed by the unambiguously B-centred profile given to the repeat of 
the same texture in b. 5 by the open fifth b/f#^ in the low part.^  ^G#’s presence here 
prefigures the occurrence of the Dorian mode at the places where B’s centricity is 
revitalized in the course of the work (bb. 11-13 and 18-20Ü). The priority of B is
Considering that the first title given by Papaioannou to this work was Nocturne, tonal ambiguity 
perhaps relates to an initially descriptive intention, possibly as a means of evoking a sense o f nocturnal 
bleariness.
It is interesting to note that, seen in abstract terms as a modal collection centering on B (B C D Eb F# 
G Ab), the pitch content of this section (bb. 1-7), with the only exception o f the passing reference to E 
natural in b. 5ii, outlines the mode used in Odalisque.
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confirmed by the protracted and strong emphasis on the dominant F# (in bb. 34-39)^° 
before the final formal stretch and the conclusion on a B-rooted chord.
Passing mention should be also made of the Preludes AKI 62 Nos II and V, since they 
demonstrate interesting aspects with regard to the element of repetition as the main 
means of establishing tonal centricity. In the first, the device employed for this 
purpose is the pedal F at the beginning of the main ‘dance’ section (bb. 13ff),^  ^which 
then allows for passing references to different modes (particularly the natural minor, 
the Phrygian, the Dorian and the major) to provide surface variety in both harmonic 
and melodic dimensions. In the second, repetition has the form of an ostinato. The 
triadic texture of the ostinato figure ensures a stable background tonal reference, while 
much of the expressive nuance of the work results from the different ways with which 
this reference is disputed by the upper parts—characteristic is the indication 
espressivo at the opening phrase, which twirls around the unresolved major seventh.
Nocturnal Fantasy (AKI 68,1942)
Written in November 1942, the Nocturnal Fantasy belongs to Papaioannou’s 
relatively meagre production of the years 1941 to 1944.^  ^ A comparison of the 
number and genres of the works completed during this period with those written in the 
previous three years (1938-1940) is indicative: thirty-one works—four orchestral 
works and his First Piano Concerto among them—were written in 1938-1940, 
whereas nineteen—mainly songs, short choral pieces and only one orchestral score— 
were completed in the following four years. Instead of considering it as a sign of a 
personal compositional crisis, this fact has rather to be appreciated in the historical
The clearly punctuating function of this passage is a result o f its texture (scalic patterns leading to 
tremolo), its dynamics (it concludes with the climactic peak of the whole work) and, most significantly, 
the emphasis on F#i (in b. 37), the lowest note of the work.
Dance is one of the titles that have been erased by Papaioannou in the manuscript.
The work exists in its manuscript form and also in a copy not made in Papaioannou’s hand (P.A., 
File 6). It is significant to note that a slight oversight is also found, uncharacteristically for 
Papaioannou, in the manuscript: b. 33 should either carry a change o f time signature (to 4/4), or be 
differently spelled in terms of rhythm. In order for a fiiture editor to decide between these two options, 
the following factors should be considered: on the one hand there is not a change o f time signature in 
the whole work, but on the other, although a rhythmic change from semiquavers to demisemiquavers 
would anticipate the demisemiquavers of the next section (bb. 39 and 41), it would also weaken the 
cadential sense, which is created by the sparse texture.
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context of World War II and its painful consequences for Greece, because of the 
particularly cruel occupation by the Germans, Italians and Bulgarians (Svoronos 
1994: 138)/^ The extant two photographs of Papaioannou of this period (from 1943) 
depict clearly the results of starvation, one of the most excruciating consequences of 
the occupation/"^
The title of the Nocturnal Fantasy suggests an affinity to the nineteenth-century 
‘Fantasy’ and its ‘emphatic expressiveness’(Yannou 1994: 49), while the wide range 
of materials creates a sense of improvisation, one of the ‘central associations of an 
admittedly fairly loosely applied genre title [Fantasy]’ (Samson 1994: 193). This 
sense is the common characteristic in all of Papaioannou’s works incorporating 
‘Fantasy’ in their titles, despite the fact that some are separated by several years and 
demonstrate immense stylistic changes.^^ In this respect, the variety of modal and 
scalar resources employed in the Nocturnal Fantasy seems to have its distant parallel 
in the use of several twelve-note series in Meteorissi ! Suspended in the Air, Fantasy 
for Cello and Orchestra (AKI 194, 1979)—an uncharacteristic element in comparison 
with Papaioannou’s usual twelve-note practices.^^
Considering the difficult circumstances surrounding the composition of the Nocturnal 
Fantasy, it is tempting to interpret some characteristic aspects of this piece in the light 
of this situation. The nocturnal theme itself is not new in Papaioannou’s music; 
however, it is its treatment in this work that stimulates such a reading. In the Greek 
poetry influenced by French symbolism, which Papaioannou employs in his songs of 
these years, the night is often associated with dream, nostalgia and grief.^  ^ In this
Following the attack by Italy at the beginning o f World War II (28 October 1940) and the subsequent 
battles, Germans invaded and occupied Greece in April 1941 until October 1944 (Svoronos 1994: 137- 
142).
See P.A., Photographic Archive, photos nos 22 and 23.
These works are the following: Fantasia (AKI 20, 1936) for violin and piano. Spring Fantasy (AKI 
87, 1945) for piano. Winter Fantasy, Ballet Suite for Five Instruments (AKI 113, 1951), Puck, Fantasy 
for Solo Cello (AKI 186,1976) and Meteorissi /  Suspended in the Air, Fantasy for Cello and Orchestra 
(AKI 194, 1979).
This work is dedicated to the memory of Nikos Skalkottas and thus the use o f several twelve-note 
series might also be interpreted as a cryptic reference to Skalkottas’s own twelve-note method. (For an 
introduction to these methods, of which the most crucial element is the employment of more than one 
twelve-note series, see Mantzourani 1999.)
For the songs written the years 1942 and 1943 Papaioannou selected texts mainly by loannis Griparis 
(1870-1942) and Lambros Porfiras (1879-1932); historians of Modem Greek literature categorize 
them in the branch of Greek literature of the beginning of the twentieth centuiy which was influenced
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respect it is noteworthy that the passage of bb. 25-26Ü (which can be understood as 
the beginning of an improvisatory expansion of the melodic chromatic motive, g#^- 
first presented in b. 3) appeared in an early work of Papaioannou (Loneliness: 
Prelude, Five Variations and Intermezzo for piano with narration of 1935) being 
associated with sorrow and pain. In the poem by Yannis Theodoridis used in this 
work, night is the topos of loneliness, solitude and grief. The melodic passage is heard 
in several places in the work as an evocation of a violin that expresses a mother’s 
lament for the loss of her children. (Ex. 2.31 superimposes the passage of the 
Nocturnal Fantasy upon its first appearance in bb. 11-12 of Variation II of Loneliness 
as a suggestion of a ‘whimpering violin [that] plays an agonizing bowing’, and upon 
its first reappearance in Variation IV in bb. 2ii-3ii, where it is associated with 
‘subsided and plaintive laments’). The appearance of the augmented second twice in 
this passage might be understood as a reference to the chromatic modes comprising 
two augmented seconds often used in the traditional laments for the dead in some 
places of Greece (called moiroloyid) (see Baud Bovy 1996: 29); however, the extent 
to which Papaioannou was aware of this tradition is not documented by the findings 
of my biographical research of this period.
Moreover, a sense of nostalgia for innocence might be read in the passage of bb. 31- 
32. Although this passage is structurally linked within the unfolding of the form,^^ it 
also stands out because of its monodic texture as well as its anhemitonic pentatonic 
structure that contrasts with the foregoing melodic chromaticism. In Debussy’s music, 
pentatonicism is often associated with innocence (the most obvious example being the 
opening of La Fille aux cheveux de lin), while in Papaioannou’s music, pentatonic 
fragments in the melody or in the harmony are often associated with the pastoral and 
the idyllic (as in the opening melodies of the Pastoral AKI 66 for violin and piano, 
and the Forest Poem AKI 65 for orchestra, both written in the same year with the 
Nocturnal Fantasy, and the superimposition of perfect fifths at the very opening of the 
Idyll AKI 46,1938 for orchestra—the first two are reproduced in Ex. 2.32).
by French symbolism (see Politis 2002: 222-224 and Vitti 1978: 278-283). G. Valetas (1971) 
discusses the symbolic association of certain themes in Griparis’s poetiy (the night among them).
It creates a ternary design with its first appearance in bb. 21-23, while its pentatonic content provides 
an immediate link to the initially pentatonic context of the section beginning in b. 35.
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A similar sense of concentration on the poetic moment (which is typical of the 
fantasy genre in its use in Romanticism) might be understood in the passage of bb. 
43-49, but here the association with extramusical notions is less overt. However, the 
focus on a triad (Db major) in the left hand—highlighted by the first melody- 
accompaniment texture in the piece and the rhythmic regularity created by the 
barcarolle-like pattern—and the way this triad is undermined by the harmonic context 
might be interpreted as a symbol of lost stability and ‘purity’ (the notion of distance 
being also suggested by the instruction sonorités voilées).^^ In other words, there is a 
sense of irony in the presence of the Db major triad since the way it is undermined 
seems to underline the distance that separates its presence here from its presence in 
tonal contexts. More specifically, the triad is undermined firstly by the superimposed 
tritonally-related chord (the melody comprises notes of both superimposed 
sonorities) and secondly, because the harmony of the section is not related to the 
immediately surrounding harmonic context (the sense of discontinuity and 
fragmentation created by this section is also enhanced by the fact that it is motivically 
unrelated to previous and following events).
The heightened role assigned to functional harmony in this piece creates a dramatic 
effect on the tonal narrative which we have not met in pny of Papaioannou’s piano 
music that has been analysed so far: as will be discussed in more detail below, the 
centric C#-based triad is hinted at from the opening but receives the strongest support 
only in the varied repeat of the opening formal section in bb. 66ii onwards, in which 
the pedal on the dominant G# in bb. 76-79 generates momentum towards the 
reappearance of C# in b. 81i (the opening note of the piece in the same low register). 
Thus the sense of unequivocal ‘resolution’ emerges only near the end, if one takes 
also into account that the tension towards the repeat of the opening (in bb. 61-66) is 
instilled by non-harmonic means: the ascent in register, the more regular rhythmic 
activity (because of the preponderance of the semiquavers), the first dynamic rise to f f  
in the work and the motivic repetition.^®
In Romantic opera barcarolle is often associated with melancholy (see Brown/Hamilton 2001); 
however, it is worth mentioning that I have not identified other occurrences o f this rhythmic pattern in 
Papaioannou’s music.
This harmonic scheme reminds what Charles Rosen identifies as ‘one o f the most fundamental goals 
o f the Romantic style placing the climax near the end and sustaining the tension until the close’ (Rosen 
1995: 456).
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As summarized in Fig. 2.9, harmony plays an important role in the delineation of the 
ternary shapes both of the overall form and its subsections, which are also articulated 
by motivic factors. Exact motivic repetition plays an important role in delineating the 
large-scale form (for example, bb. 1-8 are almost exactly repeated in bb. 66Ü-73, 
while the ternary shape of section B is also articulated by exact motivic repetition), 
but it plays a small part in local motivic working. It is through variation of previously 
heard motivic material that the sense of continuity is promoted, a process not met to 
this extent in the previously analysed shorter works. Yet, in accordance with the 
Fantasy term of the title, the process of variation is far from systematic. Thus, as 
demonstrated in Ex. 2.33, the melodic strands of bb. 3-4 seems to have been freely 
derived from the melodic fragments of the initiating gesture, labeled a and b: the 
upper voice of bb. 3-4 elaborates and rhythmically expands the embellishing 
chromatic motion of a, while the other voice preserves the initial contour and 
rearranges (in diminution and transposition) the pitch content of b. Likewise, the 
espressivo voice of b. 6 can be considered as being derived from the upper voice of 
bb. lii-2, labelled c. Ex. 2.33 also points to other aspects of motivic manipulation as a 
parameter of large-scale continuity: the rhythmic pattern of the dotted quaver 
followed by a semiquaver of bb. 19-20 (first presented in b. 4i) provides an 
immediate link between the harmonically differentiated section A  ^ and the varied 
repeat of A starting in b. 21, by being assimilated in the multi-layered texture of the 
latter; moreover, in the middle section (B), the opening melodic gesture (bb. 35iii-36) 
repeats the rhythmic structure of b. 25 (which in turn varies that of bb. 16ii-17ii—this 
includes the rhythmic motive first heard in b. 4i, whose varied recurrences are shown 
in Ex. 2.33), while its pentatonic content creates an immediate link to the monodic 
gesture of bb. 31-32. Ex. 2.33 does not list the obvious recurrences of the opening 
motives a and b in bb. 59ii-60, 61ii-62, 63Ü-64 and 65 which enable this section to 
function as a retransition towards the return of the opening in bb. 66iiff (the 
reappearance of the figure of continuous semiquavers in the low voice of bb. 61-65 
also foreshadows the return of similar textures in A': in bb. 68 and 74ii ff). Ex. 2.33 
also does not include the several recurrences of the opening motive in bb. 76iiff, 
except for the least clear appearance: the augmented form of the motivic fragment b^  
in the low voice of bb. 87-90, which contributes to the cadential feeling.
65
In terms of harmony, while the opening unaccompanied low C#—which successfully 
sets up the nocturnal scene—is conflicted by the r.h. gesture, the relative 
consistency of the C# minor collection in bb. 3-5 and the sustained c#  ^ in bb. 4-5i, 
prompt one to understand, in retrospect, the opening harmonically ambiguous gesture 
of the upper two staves of bb. lii-2 as having an upbeat character.®  ^This character is 
also asserted contextually, since the same succession (slightly varied) is heard twice in 
the piece before the recurrence of a variation of b. 3 in b. 21 and within the repeat of 
the opening section in bb. 66ii-67.
The centricity of C# in the opening section is further hinted at by the G# (C#: V) 
harmony of b. 7, which is firmly based on the open fifth G#/d#, but the expectation of 
a cadence to C# is belied. In the ensuing Più lento section (bb. 9Ü-12), although the 
collection is stable throughout (F minor, except for the A in b. lOii and the b^  in b. 
12iii), no pitch receives special emphasis; the relative focus on Db in the bass (by the 
sernitonal motion in b. 11 and the ascending perfect fourth in b. 12) does not receive 
metric and rhythmic emphasis or harmonic support from the upper voices. The Abi- 
Db of b. 12, however, initiates a circle of fifths in the lowest register (Abi-Db-F#-Bi- 
E in bb. 12-15Ü), which acts as an agent of continuity across the return to the opening 
tempo in b. 13, providing also a sense of forward movement. While this directional 
motion does not lead to a stable harmonic goal, the sense of momentum increases by 
the regular semiquaver motion and the registral ascent in b. 18. The goal of this 
activity is the diminished triad of b. 19i, which, if it is interpreted as C#: vii, might be 
understood as adumbrating the return to C# in b. 21, although the unrelated 
intervening harmony between these two points undermines such a reading. In any 
case, the C# minor triad of b. 21i, the first unadulterated triad in root position so far in 
the work, underlines the motivic reference of the upper voice to b. 3, and initiates a 
section in which the final C#/G# of b. 34 sounds as an expected outcome: it confirms 
the centricity of C# which has been underlined by the sense of an elided plagal 
cadence in bb. 24-25 (to articulate the varied repeat of b. 21 at b. 25).
The theoretical notion o f ‘mistuning’ developed by Jénos Kârpâti for Bartôk, might give an 
interpretation of Papaioannou’s conception of the gesture of the upper two staves of bb, lii-2ii. 
According to Kârpâti’s definition: ‘we can regard as mistuning every phenomenon in which a certain 
distortion is produced as a result of partial alteration o f some real or imaginary ‘musical picture’ or 
tonal structure’ (Kârpâti 1994: 188-189). As shown in Ex. 2.34, if the whole passage o f bb. lii-2 ii is 
transposed up a semitone, the progression acquires a much more traditional harmonic outlook as it 
progresses to the forthcoming C# texture via the c#: vii’ of b. 2iii.
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In section B, contrast derives from the priority given to pc Bb. Bb acquires emphasis 
up to b. 42 not only by being the only common pitch within a fluctuant pc field (see 
Ex. 2.35), in which the changes of collection coincide with changes of texture (except 
for b. 37iii),®^  but mainly because of the Bb octaves at the opening (b. 35ii) and in bb. 
40ii-41ii (the only places in which the low register is activated) and the semitonal 
embellishment of this pitch (cb^-bfiat^) in bb. 38-39i. The harmonic stasis in bb. 43- 
48 contrasts with the previous fluidity in terms of the pc collection. Even though there 
is a strong sense of contrast of the harmony of this passage with what was going on 
until b. 42, the melodically emphasized Cb might be heard as the upper neighbour of 
Bb, whose priority is reasserted in the repetition of bb. 35-37 in bb. 50-53 (the 
reintroduced A natural of b. 49 acts as the immediate semitonal approach to Bb). The 
priority of Bb is further enhanced by the stasis on the Bb/F-based sonority in b. 54 
and is confirmed first by the fact that the nodal points of the chromatic descent of bb. 
55-561 are forms of the Bb major triad, and, mainly, by the first strong cadential 
gesture in the piece (Bb: ii®5-V^7-I) in bb. 56ii-57i.
In the same way that both centric poles so far have been given further focus in the 
varied repeats of the temaiy formal designs of sections A and B, C# also acquires 
further focus in the varied repeat of the opening section in bb. 66iiff. The 
transposition of bb. 9Ü-10 to the F# level in bb. 74Ü-75 works towards this direction: 
the harmony acquires a more fimctional outlook by the motion of bb. 74Ü-75 (which 
embellishes a D# half-diminished harmony, c#: ii^) to the G#-based texture of b. 76i. 
The sense of increasing momentum created by the repetition of G# (the fifth degree of 
c#) in the bass register in the strong beats of bb. 76, 77 and 79 is also enhanced by the 
accelerating rhythm, the motivic tightness and the registral ascent. However, although 
the introduction of the pc Fx (the leading note of G#) in b. 80 and the embellishment 
of the D# major triad (C#: Y/V) in the upper voices of b. 80i-ii raise expectations of a 
strong definition of the G# triad (which has not been explicitly stated in the previous 
G#-based bars), the upper voices deny such an outcome despite the fact that the lower 
voice does return to G# in b. 80iii. The sense of arrival on C# in b. 81i is rather
It is noteworthy that in two places the collections are introduced as chords: the chord in b. 35i 
announces the pentatonic Bb C D F G content of bb. 35-36, and the chord in b. 40ii introduces the 
whole-tone I content of the next bar.
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enhanced gesturally: by the cresc. and the rit. in b. 80 and the ensuing registral shift 
and the fermata on C#. Likewise, in the coda, even though expectations of the 
dominant are raised in bb. 85ii-86i by the C#: (V)-ii harmony, the final consolidation 
of C# is ensured linearly: by its encirclement by the neighbours B#i and D# in the 
lowest register in bb. 87-90.
Thus the most interesting aspect of the Nocturnal Fantasy is the way in which the 
references to functional tonal harmony are perceived as outlining an essentially 
overall dynamic tonal structure which counteracts the static character of many small- 
scale passages (as the pentatonic and the whole-tone ones). Moreover, it is the strong 
reference to tonal harmony that allows for its frustration (by the negation of an 
explicit and complete appearance of the dominant triad at the end) which contributes 
to the sustaining of tension until the final rest on the C# major triad (the second 
‘uncontaminated’ triad in root position in the piece after the C# minor of b. 21).
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CHAPTER THREE
The Piano Music of the Years 1944-1949
In the particularly prolific compositional production of Papaioannou during the years 
1944 up to July of 1948 (28 works, AKIs 78-105) the output for solo piano is 
disproportionally small in comparison with its strong presence in his previous music: 
the Catalogue registers two pieces for solo piano, the Spring Fantasy (AKI 87, 
completed on 24 March 1945) and the Liberation o f a Slave Woman (AKI 89, 
completed on 17 May 1945), which both seem to have been initially intended as ballet 
scores/ This fact, in conjunction with Papaioannou’s concentration on the orchestral 
medium, might be understood as an aspect of his approach during this period to the 
ideas and compositional choices of the composers of the so-called Greek national 
school of music.
The next section discusses how this approach can be seen in other compositional 
decisions of Papaioannou, and also in his texts and personal musical notes of this 
period. Moreover, discussion will point to the possible motivations and the 
consequences of this approach on Papaioannou’s career. In addition, before 
proceeding to the analysis of the Spring Fantasy and in order to discuss how this 
piece is representative of some of the changes of Papaioannou’s music of these 
years—in terms of modal vocabulaiy, harmonic types, tonal centricity and the means 
by which the latter is established—a short reference to the main elements of the
 ^The second bears the subtitle Choreographic Tableau for Piano and was first presented as a ballet in 
Pamassos Hall in Athens on 11 June 1945. The Spring Fantasy was also fiirst presented as a ballet in 
the ‘Choreographic matinee of Maiy Viyakou’ in the Theatre Rex on 23 April 1945, but two months 
later (24 June) was also presented as a solo piano piece (see the press critique o f the concert in P.A., 
Box 2, file ‘Critiques 1941-1950’). Spring Fantasy is not mentioned as a ballet score in the Catalogue. 
However, it is with the Spring Fantasy that Papaioannou initiates the collaboration with the 
choreographer Mary Viyakou, whose fiuits are also the later pieces Pirates (AKI 109c, 1952) (the 
orchestrated version of Corsair Dances for solo piano that is also analysed in this chapter) and Winter 
(AKI 113,1951)—the scenario that exists in P.A., File 13 shows that the symphonic tableau Pygmalion 
(AKI 112, 1950) was also initially intended as a ballet score. Moreover, for the sake of a possible 
future revision of the Catalogue^ it has to be noted that the Nocturne (AKI 96, 1946) has been 
numbered under the date o f its completion in its version for chamber orchestra, although it also exists 
as a piano work iu a manuscript score carrying the date 24.2.1945.
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Byzantine chant is indispensable/ Finally, by drawing from press critiques of 
Papaioannou’s large symphonic work that chronologically precedes the Spring 
Fantasy {Vassilis Arvanitis AKI 86, completed in March 1945) and also by bringing 
into light his sketches that have not been previously discussed, the next section will 
conclude with a first consideration of the particularities of Papaioannou’s approach to 
the Greek national school of music, as this approach was perceived by his 
contemporaries and as it might be considered nowadays.
Issues regarding Papaioannou’s ‘approach to the Greek national school of
music’
Taking as the starting point of the present discussion Richard Taruskin’s (2001) basic 
assumption that nationalism is an attitude, we can chronologically place what 
Papaioannou used to call an ‘approach to the [Greek] national school of music’ 
around the end of World War II and of the foreign occupation of Greece in 1944.^
This attitude is suggested by Papaioannou’s stated aspiration of creating an ‘authentic 
Greek music’ based on the resources of what was perceived as Greek musical 
tradition, which had been central in the reconsideration of the idea of national music 
in Greece during the first decades of the twentieth century/ more specifically, this 
aspiration is palpably expressed in Papaioannou’s own programme note for the first 
performance of his First Symphony in 1947, which starts as follows: ‘The music 
climate of this Symphony is the ‘Modes’ of Greek music and particularly the ‘échoi’
 ^The fact that the Spring Fantasy is representative of some of the changes of Papaioannou’s music o f  
these years is the reason for the concentration o f the analytical approach on this work.
 ^As discussed in detail in Chapter One (pages 3-4), Papaioannou, in the first published partitioning o f  
his creative career into periods in 1976, mentions that his approach to the Greek national school 
characterized the years 1939-1943. This partitioning was also published in the first edition o f the 
Catalogue. However, as discussed by Demertzis (2004: 40-42) for its second edition the editors o f the 
Catalogue seem to have adopted Papaioannou’s statement in an interview of 1985 that he approached 
folklore and the national school after World War II. The documents discussed in the present section as 
well as the following analyses of the piano pieces confirm the second view of his career by 
Papaioannou.
See the discussion of the writings of Lambelet, Kalomiris and Petridis in Bliss 2001:41-57.
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[modes] of our ecclesiastical (Byzantine) music, which I steadily believe are the 
resources from which we have to draw in order to create an authentic Greek music’/
However, as is depicted by Papaioannou’s numerous notes on Byzantine chant and 
the dates of acquisition of books on Byzantine chant and Greek folksong, the period 
of his systematic occupation with these seems to have been initiated after 1944/ At 
least, 1944 is the year during which in two works Papaioannou recorded his views on 
the polyphonic adaptation of the monodic Byzantine chant and Greek folksong/ The 
Chorale from the Prelude and Chorale (AKI 78) for choir and string orchestra is 
based on a Byzantine chant from the ‘Evlogitaria’ (Benedictions) of Good Friday by 
Petros Peloponnesios, while the Island Dance o f Mytilene (AKI 82) for violin and 
piano seems to be based on a folksong from Mytilene/ The latter was the place of 
descent of Papaioannou’s family but also of the hero (and the writer) of the novel 
Vassilis Arvanitis by Stratis Myrivilis, from which Papaioannou’s Symphonic Legend 
in Eleven Pictures of the same title was ‘inspired’ (see Papaioannou’s programme 
note for the first performance in P.A., Box 2, file ‘Concert Programmes 1941-1950’). 
In this respect, the polyphonic adaptations of the dance from Mytilene and the 
Byzantine chant might have been the outcomes of an early stage of Papaioannou’s 
work on the symphonic piece. In fact, the Byzantine chant was employed in the ninth 
‘picture’ while two dances that, according to Papaioannou, were originating in
 ^ This is the first extant programme note by Papaioannou in which he makes explicit reference to this 
aspiration (see P.A., Box 2, file ‘Concert Programmes 1941-1950’). Avra Theodoropoulou (1947) 
quotes similar views as having been delivered by Papaioannou; more specifically, Papaioannou appears 
to have made explicit reference to the aspiration o f contributing to the creation of national music 
(Theodoropoulou 1947:214).
The notion o f ‘authenticity’ in the ideology of Greek composers sharing nationalistic ideas has not yet 
been critically assessed. A starting point of such a discussion might be the different perception o f what 
was deemed ‘authentic’ Greek by tiiese composers. For example, as mentioned m Chapter Two (page 
26), they had conflicting ideas on the perception of the ‘Greekness’ of the modes used in the music of 
Asia Minor. In any case, it seems that Papaioannou had second thoughts on this aspect by 1949. The 
programme note for the second performance of his First Symphony reproduces almost literally that of 
the first performance, except for the reference to his aspiration of creating an authentic Greek music, 
which is omitted (see P.A., Box 2, file ‘Concert Programmes 1941-1950’). As will be later discussed, 
this change coincides witii changes in his music in the years 1948-1949,
 ^ Papaioannou’s books on Byzantine chant kept in P.L. and bought during this period are the 
following: Psachos 1917, Chiysanthos of Madytos 1940 and Panagiotopoulos 1947. (The first two 
were bought in 1946, and the last in 1947.) Papaioannou used to transcribe the Byzantine hymns in 
European notation and also to keep extensive notes on several aspects of Byzantine music theory (see 
P.A., File ‘Byzantine Music’). Of the books on Greek folksong kept in P.L., two might have been 
bought before 1945 (the remainder were published after this date): Merlie 1931 and Baud-Bovy 1935.
’ As discussed above (pages 23-24), the polyphonic adaptation of the monodic Byzantine chant and 
Greek folksong was the central and highly debatable issue in the discussions within the early formation 
of the idea o f national music in Greece.
* My research with regard to possible sources of this dance for Papaioaimou was not ft-uitful.
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Mytilene are employed in the ninth and eleventh pictures/ All quotations of 
traditional material are used in order to depict communal scenes described in the
novel/®
This way of employing quotations of traditional material, as well as the act of quoting 
traditional material itself, resonates ideas and practices of the Greek nationalist 
composers/^ Other aspects of the same resonance in Vassilis Arvanitis can be 
summarized as follows:
Firstly, the clearly stated programmatic element and the choice of the ‘epic novel’ 
(according to Papaioannou’s description in the programme notes) by Myrivilis as a 
source of inspiration/^ The epic, as well as the heroic and the patriotic, are recurrent 
themes in the Greek nationalist music of the decades of 1910 and 1940, critical 
periods for the shaping and preservation of Greek national identity (Bliss 2001: 78- 
80).
Secondly, the use of structural elements of folksong and Byzantine chant. For 
example, the characteristic 7/8 metre of the kalamatianos dance is heard in the second 
picture for the first time in Papaioannou’s music. As summarized by Bliss (2001: 29) 
‘during the nineteenth century this dance was constructed as ‘national’ or ‘pan-
 ^The first is described as such in the extant thematic analysis of the work by Papaioannou (see P.A., 
File 8), while for the second he mentions in a programme note for a later performance (in 1985) that it 
is an authentic zeimbekikos that was sung to him by the writer himself (see P.A., Box 7, file 
‘Programmes 1981-1989’).
Two of them were used to describe communal scenes of traditional life: the Byzantine chant the 
litany of the epitaph in Good Friday and the folksong the traditional festivity (‘paniyiri’) o f Greek 
villages. The third depicts the dance o f Vassilis’ comrades around his grave. With the use o f  
zeimbekikos, a popular dance in Asia Minor performed either by individual males or group of men 
(Petrides 1975: 57), this dance becomes a hymn to bravery.
“ Although, as discussed by Yannou (1996: 5), the quotation of folksong was not considered by 
Kalomiris in his early writings as a prerequisite in his perception of national music. Siopsi 
demonstrates how in Kalomiris’s opera The Mother’s Ring tiie idea of the collective spirit o f  the 
community is musically suggested by the use of Greek Christmas carols and of the Byzantine 
Christmas hymn in the first and third Acts respectively, and also by the use of modes derived fi*om 
Greek folksong in the second (Siopsi 2000: 37).
Each one o f the pictures is related to one chapter of the novel. A summary of the main points o f the 
novel is printed in the programme of its first performance in 1946, ‘for a better understanding o f the 
music’ (see P.A., Box 2, file ‘Concert Programmes 1941-1950’).
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Hellenic’ and gradually dispersed throughout Greece’; moreover, it was perceived and 
employed as such by the Greek nationalist composers (Bliss 2001: 77)/^
Finally, the utilization of aspects of orchestration that can be perceived as mannerisms 
in the music of Greek nationalists, such as the frequent use of English horn to deliver 
folksong or folk-like melodies as a means of evoking the traditional instrument 
zournas (shawm) especially by Kalomiris (Bliss 2001: 77); a characteristic example in 
Vassilis Arvanitis is given by the traditional melody that is heard by the English horn 
in the ninth picture (7 bars before rehearsal No. 7).
On a wider perspective, another two characteristic aspects of Papaioannou’s music of 
this period might be understood under a similar angle, i.e. in conjunction with 
recurrent characteristics in the music of the composers associated with the so-called 
Greek national school. First, the homogenous sound of the string orchestra in the 
Byzantine chant-based Prelude and Chorale might be initially considered as one of 
the means employed in order to frdfrll Papaioannou’s intention for ‘a frugal 
elaboration of the Prelude and the Chorale, conforming to the spiritual elevation, and, 
at the same time, imposing simplicity of Byzantine Music’.T r ip t yc h  (AKI 98, 
1947), whose second movement includes a Byzantine chant as part of the melodic 
material, is also for string orchestra. However, this choice of orchestration also 
parallels a wide repertoire for string orchestra by Greek composers of this period 
based on Byzantine chant material.
Second, Papaioannou’s concentration, for the first time in his career, on Kostis 
Palamas’s poetry as the main source of the texts for his songs of the years 1944-1946 
(in AKIs 79, 80, 81, 84, 85, 88, 90 and 93) cannot be deemed a mere coincidence: 
Palamas’s poetry functioned as the publicly stated aesthetic paradigm in Kalomiris’s
See Siopsi 2003 : 77-78 for a reading of Kalomiris’s The Death o f the Valiant Woman according to 
which Kalomiris mythologizes the traditional song in 7/8 that is employed as the thematic material 
through the appearance of the traditional melody in its physical metre for the first time at the dramatic 
peak of the work.
See the programme note for the first performance of the work in 1955 in P.A., Box 3, file ‘Concert 
Programmes 1951-1960’.
Some representative examples of this repertoire are: Evagelatos’s Byzantine Melody (1936), 
Konstantinos Kidoniatis’s Byzantine Triptych (1941), Solon Michailidis’s Byzantine Tribute (1944) and 
Petridis’s Chorale and Variations No. 1 (based on the Byzantine chant ‘Kyrie ton Dynameon’) and 
Chorale and Variations No. 2 (based on the Byzantine chant ‘Christ is Risen’) (1939).
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perception of the concept of national music even from its early presentation in his 
‘manifesto’ of 1908, as well as a stable source of inspiration throughout his career/® 
The chronology of the choral piece that initiated Papaioannou’s systematic turn to 
Palamas’s poems {Almond Trees AKI 75, completed on 31 July 1943) suggests that 
this turn might have been motivated by the poet’s death in February 1943 and the 
symbolic significance that his funeral acquired as a public ‘silent but decisive action 
of national resistance’ during the German occupation (Politis 2002: 198).
In considering Papaioannou’s turn to the resources of the Greek musical tradition 
during the same period, a similar path of interpretation, based on the consideration of 
social and cultural circumstances, seems the only possible one at the present state of 
research: because, as mentioned above, his diaries and letters are . not yet open to 
research and also because of the restricted extant texts of this period in his hand, we 
cannot trace the possible stimuli and the development of the ideas that shaped this 
turn. Thus, this turn initially might be understood as Papaioannou’s response to the 
resurgence of patriotism and nationalism during the occupation, which were often 
expressed by collective public action of direct or indirect character of resistance. In 
music, as Olympia Frangou-Psychopedis pomts out:
The years of war produce in Greece a new wave of ‘programmatic’ 
nationalism. Even composers that until then were not particularly 
attracted to direct national causes, [during the war] composed music in 
tribute at least to the human heroism within the national disaster.
Frangou-Psychopedis 1990: 54
While Dimitris Levidis (1886-1951) (with his works Return to the Enslaved Home 
and Funeral ProcessionŸ^ exemplifies the latter category of Greek composers, the 
‘programmatic’ nationalism resides mainly in symphonic works (sometimes carrying 
secret titles) in which folksongs that were associated with the War of Independence of 
1821 were used symbolically. For example, both The Death o f the Valiant Woman 
(1943) by Kalomiris and the Symphonic Introduction on a Greek Theme subtitled
See Kalomiris 1988: 119,132 and 147.
In this respect, it is noteworthy that World War II was Papaioannou’s first experience o f a national 
crisis in his adult life.
Although these works are not listed in the catalogue of Levidis’s works by Symeonidou (1995: 234), 
Takis Kalogeropoulos (2004: 100) makes reference to their first performance by the Athens State 
Orchestra.
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Introduction o f Liberty (1940) by Alekos Xenos (1912-1995) employ as thematic 
material the ‘Zalongo Dance’, a folksong describing an archetype of heroism much 
discussed in the Greek historiography: the sacrifice of the women of Souli during the 
Turkish occupation. The most celebrated example of a work carrying a secret title is 
the Prayer at the Acropolis (1942) by Menelaos Palladios (b. 1914), with the secret 
title Greece 1940. Other characteristic works of ‘programmatic’ nationalism of this 
era are George Kazassoglou’s (1908-1984) Four Preludes from ‘The Return from the 
Front’ (1941), Petridis’s Mournful and Heroic Introduction (1944) and Symphony 
No. 4 Dorian (Pindos) (1944-1946), Aristotle KoundourofPs (1896-1969) 
Symphonic Tableau on the Albanian Epic (1945), and Michalis Vourtsis’s (1908- 
\9%2i) Dances: Hellas (first performance on 26 October 1946).^  ^According to Bliss 
(2001: 79), the performances of these works during the occupation fimctioned as tools 
of resistance and defiance.^®
After the end of the war these works were often performed by the Athens State 
Orchestra or broadcasted by the Radio Station of Athens as part of the celebrations of 
national anniversaries.^^ The fact that Papaioannou’s Vassilis Arvanitis was repeated a 
year after its first performance in the context of such a programme of celebration (on 
27 October 1947 by the Athens State Orchestra) among pieces that had been 
previously employed in similar programmes,^^ is indicative of the reception and 
promotion of its national character.^^ These programmes were only one aspect of the 
resurgence of the idea of national music and its renewed promulgation during this 
period, especially through Kalomiris’s writings. The central theme in Kalomiris’s 
renewed expression of the idea is delineated in his press critique of the above- 
mentioned concert of 27 October 1947:
See the entries in Symeonidou 1995 and for some of the JSrst performances in Kalogeropoulos 2004: 
100- 101.
For example, Palladios’s Prefer at the Acropolis was performed on 11 April 1943 (Kalogeropoulos 
2004: 105).
The first such concert by the Athens State Orchestra in celebrating ‘28* October’, the national 
anniversary of Greece’s refusal to pass under Italian control in 1940, was given on 26 October 1945. It 
included Kalomiris’s The Death o f the Valiant Woman and Levidis’s Return to the Enslaved Home (see 
Kalogeropoulos 2004: 83, 100).
^ See the programme in P.A., Box 2, file ‘Concert Programmes 1941-1950’. It includes also the works 
by Kalomiris, Kazassoglou, and Xenos listed above and Lambelet’s Feast.
The national character o f the work was praised in the press critiques of its first performance: for 
example, Mary Chalkia (1946) extols the heroic and patriotic aspects of the extramusical theme, while 
Sofia Spanoudi (1946) identifies in the music ‘a pure Greek colour’.
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In the music of the old and the new Greek composers...despite their 
differences regarding their technical and aesthetic perception...[there is] 
a more general unifying line, a common psychic lifting and intention 
which prompt us to feel indisputably that the Greek musical idea is not 
something abstract and ideologically meretricious, but a reality that 
unites the Greek composers into a common psychic atmosphere.^"^
Kalomiris 1947b
During this period, Papaioannou’s music was often presented as part of this Tine’: for 
example, in his radio talk on Papaioannou broadcasted in 1947, Kalomiris (1947a: 10) 
states that he ‘continues the great musical tradition that for two generations has been 
struggling for the resurrection of the Greek muse’; moreover, a song by Papaioannou 
(on a poem by Palamas) was selected to be presented in a private concert of Greek 
music given in Kalomiris’s house in December 1948 ‘in honour of the (English) 
conductor and friend of Greece Mr Alec Sherman’ (see the invitation-programme in 
P.A., Box 2, file ‘Concert Programmes 1941-1950’).^ ® However, Papaioannou, in his 
application for a scholarship by UNESCO (a rare documentation of his aspirations of 
this period), expresses notions that, as will be discussed in Chapter Four, were to 
become central in the advent of musical modernism in Greece in the decade of 1950, 
such as the need for a synchronized and international perspective for Greek music. In 
addition, we can read the themes of ‘newness’ and ‘originality’ as being suggested by 
his writings and musical sketches with regard to his use of Byzantine chant material.
Here, as in most of his writings, through the delineation of the psychic afiSnity between the Greek 
composers, Kalomiris implies the theme of the ‘national soul’, which has been the central category in 
his perception and promotion of the concept o f national music from its formation in his early writings 
and throughout his career. As pointed out by Yannou:
The national soul is an ideological construction, which is used in the Greek literature 
of the end of the nineteenth and the beginning of the twentieth century as an 
equivalent of the concept o f Volkgeist, and constitutes the quintessence o f the special 
characteristics o f the nation—m other words, the national essence [italics by the 
author].
Yannou 2002: 7
The extent to which the resurgence of the idea of national music during the post-war years might also 
be read as having been promoted by the British is an aspect that has not yet been researched. The 
British had an energetic role during die Greek civil war (1946-1949), since Greece passed under their 
influence after World War II (Mazower 2000: 131), Thus some first observations might be o f help for 
future research. The reporter o f the newspaper Ethnos, who writes on the private concert given in 
honour of Sherman in Kalomiris’s house in December 1948, makes also reference to the performance 
of Kalomiris’s The Death o f the Valiant Woman in London by Sherman earlier in 1948 within a 
‘special concert’ given for ‘the victims of [communist] guerillas’ (Mamakis 1948). On a wider 
perspective, it is characteristic that the journal Anglohellenic Review, which, as Alexandros Argyriou 
notes, started in 1945 ‘as a propagandistic journal of British culture’ (cited in Garadoudis 2002: 336), 
hosted frequently articles of nationalist ideas.
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But before discussing this reading, a brief overview of the main elements of the 
Byzantine chant is necessary.
As D. G. Panagiotopoulos (1986: 316) points out, the very essence of the Byzantine 
chant lies in its ‘musicopoetic’ nature.^® The flexible and varied rhythmic identity of 
the melodic construction is one of the main consequences of the strong interrelation 
between the liturgical text and its musical setting. This feature is depicted in the 
neumatic notation which has two important differences with Western notation: it does 
not employ a time signature and it is ‘diastematic’.
The organizational framework for the practice of Byzantine chant is provided by eight 
modes {échoi), four authentic and four plagal (see Ex. 3.1).^  ^ These modes are also 
codified according to the ancient Greek theory of music to three genera: the diatonic 
(the first and the fourth and their plagal), the chromatic (the second and its plagal) and 
the enharmonic (the third and the varys), based on correspondingly named 
tetrachords. Even if the intervallic succession within some modes is apparently 
identical, each mode is distinguished by the formulaic melodic behaviour in which the 
so-called mobile notes are flattened or sharpened. Moreover, each mode is established 
by distinctive melodic formulae heard at the very opening, and also by distinctive 
melodic cadences. The fundamental (or final) tone of each mode (depicted by the 
open-headed notes in Ex. 3.1) is usually the tone from which the chant begins and 
indispensably the tone on which it ends. The melodic cadences in the course of the 
chant take place on the dominant tones, which constitute the ‘backbone of the chant’ 
and are different for each mode (Panagiotopoulos 1986:127).
The sense of simplicity that the monodic Byzantine chant might produce to ears 
trained in Western music (such as to Papaioannou’s, as suggested by his writing 
quoted above, page 73) is enhanced by ison\ this is a drone-like sustaining of the 
fundamental tone (and occasionally of the dominant tones) of the mode by some 
members of the choir.
The basic sources of this overview are: Panagiotopoulos 1986 (whose first edition seems to have 
been the main source of Papaioannou’s notes on Byzantine chant) and Levy/Troelsgârd 2001.
Ex. 3.1 lists the modes of the Byzantine chant following Papaioannou’s transcription in European 
notation (see P.A., File ‘Byzantine Music’).
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Papaioannou’s harmonizations of Byzantine hymns demonstrate that the inner 
hierarchy of each mode might have been among his criteria in the polyphonic 
adaptation of the monodic hymns. For example, in ‘A Woman Approached’ (the 
second of the Four Harmonizations o f Byzantine Hymns AKI 105, 1948, see Ex. 3.2) 
all the melodic cadences during the course of the hymn rest on the fourth degree, the 
‘dominant’ tone of the mode, and are harmonized accordingly by iv (bb. lOiii, 14i, 
21iii). However, in his music in which the presence of elements of Byzantine chant is 
not direct, the modes are treated as pitch collections without carrying their functions 
in Byzantine chant.
More specifically, as Papaioannou comments in the programme note for the First 
Symphony, his focus was on experimentation with the ‘infinity of novel polyphonic 
combinations and successions’ provided by the Byzantine modes.^^ Numerous 
sketches, not necessarily for the Symphony, testify to this experimentation.^® These 
sketches include polychords derived from Byzantine modes such as the one shown in 
Ex. 3.3a which superimposes Eb major and F# minor triads and is derived from the 
Second plagal mode on D, but also numerous cadential progressions such as those 
demonstrated in Exs 3.3b-3.3d. The common element of these three progressions is 
that they are all extracted from a scale that accrues from the wheel, this is a ‘system’ 
in Byzantine music which is based on conjoined identical pentachords 
(Panagiotopoulos 1986:119).
While in Byzantine music this system is usually confined to two pentachords and is 
based on the diatonic pentachord, in numerous sketches Papaioannou applied the 
wheel to the unlimited reiteration of the chromatic pentachord (the first pentachord of 
the Second plagal mode). As shown in Ex. 3.3e, this system produces a scale in which 
pitch classes are register-specific and can generate sonorities of non-tonal 
classification, such as those in Exs 3.3b and 3.3c. In this theoretical abstraction the 
basic (‘central’) pentachord (depicted in open-headed notes in Ex. 3.3e) encompasses 
the ‘tonal pole’ D major triad. The cadential progressions of ‘dissonant’ harmonies
See the programme of the first performance, in P. A., Box 2, file ‘Concert Programmes 1941-1950’. 
Most o f the sketches are kept in P.A., File ‘Byzantine Music’. However I located some more in File 
39. Even though they are not dated, they seem to derive fi-om the same period, since they are concerned 
with the same issues and they use similar harmonic notation (Papaioannou changed the system o f his 
harmonic notation after 1950).
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towards this triadic pole in Exs 3.3b-3.3d utilize the semitonal leading-note 
relationships inherent in the scale (Exs 3.3b-3.3e reproduce extracts from the same 
sketch). It is interesting that such progressions recur in Papaioannou’s music of the 
period even in cases in which the Second plagal mode is not heard melodically, as in 
the Imaginary Dance (AKI 106, 1948) for piano, while the most important 
background progression in supporting the overall tonal pole in the Spring Fantasy 
(AKI 87,1945) for piano utilizes both neighbours of this pole, as discussed later.
In Papaioannou’s harmonizations of Byzantine hymns in diatonic modes the plagal 
cadence is the most preferred cadential ‘ solution’ While plagal cadences also 
predominate in works employing diatonic modes, it is interesting to note that there is 
too a predilection for the background motions towards the ‘subdominant’ in 
Papaioannou’s music of this period. Although much detailed analysis of Vassilis 
Arvanitis, 6ÿmphony No. 1 and the Sonata for violin and piano (AKI 95, 1946) 
remains to be made, in all of them foreground plagal cadences are among the 
recurring cadential progressions, while background moves to a subdominant-based 
modal collection predominate: in the first movement of the Sonata and the first picture 
of Vassilis, both in sonata form, the modal areas of the second theme centre on the 
subdominant; in the First Symphony, the Scherzo and the Trio are fourth-related; in 
Vassilis the only pictures in which D is not emphasized as the pole of tonal attraction 
(II and VI) are centred on G (D: IV),^  ^while pictures IX and XI start by emphasizing 
G and finally consolidate D-based modal areas.
In summaiy, with the use of the material of the Greek musical tradition Papaioannou’s 
music reflects the wider resurgence of the idea of national music in Greece during the 
post-war period. However, as demonstrated by his words and his working methods 
depicted by his sketches, in certain aspects his perception of the use of this material 
seems to differ from that of the composers associated with the early formation of the 
idea of national music. Firstly, his rhetoric in the programme note of the First 
Symphony focuses on elements of construction, and specifically on the inherent
It is noteworthy, however, that cadential progressions in which a half diminished chord (in Ex. 3.3d 
the first chord, if  Eb is considered as its chromatic equivalent D#) functions as an augmented sixth are 
not new in Papaioannou’s music (see, for example, the harmony that links back to the opening section 
in Prelude No. Ill discussed in Chapter Two).
For example, in the Chorale from the Prelude and Chorale.
The only exception is picture V.
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harmonic ‘novelty’ of the Byzantine modes, while at the same time there is no 
reference to the central aesthetic and ideological themes of Greek musical nationalism 
such as ‘national spirit’, ‘national soul’, ‘cultural continuity’ and ‘cultural 
superiority’/^ Secondly, the focus of the sketches is on the enrichment of his personal 
musical idiom—in the margins of one of the sketches containing his own version of 
the wheel he notes: ‘My own characteristic tonality (the wheel)’/"^  Moreover, the 
extraction of non-tonal harmonies from the Byzantine modes and the wheel 
demonstrates a need for systemization in order to compensate for the absence of 
tonality, which later found its expression through his adoption of the twelve-note 
technique/®
The particularity of Papaioannou’s music in comparison with the treatment of similar 
themes especially in Kalomiris’s music was pointed out by the press critiques of the 
period, often not without a negative tone. For example, in the critiques of Spanoudi 
and Alexandra Lalaouni for Vassilis Arvanitis Kalomiris’s music is suggested as the 
‘model’ for the expression of extramusical ideas and especially for the dramatic 
conflicts in the musical representation of the psychology of heroes such as Vassilis. 
More specifically, Spanoudi (1946) talks of the lack of power in Vassilis, while 
Lalaouni (1950) points out that the sectional form does not lead to ‘an ‘elevation’, a 
climax’. On the other hand, Minos Dounias (1950) extols the esoteric and lyrical 
treatment of the theme by Papaioannou and the ‘universal character of the music’ as 
‘it effortlessly connects the specifically national with wider sentiments in a language 
of sonic symbols that are accessible to every intellectual’.
Dounias’s reference to widely accessible symbols might imply Papaioannou’s broad 
use of Western traditional formal types in Vassilis (such as the sonata forms in the 
first and seventh pictures and the scherzo and trio in the third). In fact, in all three
See Bliss 2001: 41—58 for a discussion o f these issues in the writings of Lambelet, Petridis and 
Kalomiris, A characteristic expression of the notion o f ‘true superiority’ of the ‘Immortal Greek spirit’ 
is expounded by the composer George Poniridis (1887-1982) (1939: 927).
However, seen from another perspective, despite the absence of overt ideological references in 
Papaioannou’s words, his emphasis on the ‘inherent harmonic novelty’ o f the Byzantine material might 
be itself interpreted as a suggestion of an intention to mythologize this material.
SeeP.A., File 39.
Nevertheless, it is significant to note that this systemization seems to exist more as a 
precompositional intention than as an audible aspect of the music: I have not identified a consistent use 
of the wheel in any o f Papaioannou’s works, while the aural identification of the chords with their 
modal ‘generators’ becomes impossible in the cases in which the modes are not employed melodically.
80
works that are characteristic of his approach to ‘national’ material (VassiUs Arvanitis, 
Symphony No. 1 and the Sonata for violin and piano) there is a consistent use of 
Western traditional formal prototypes; in addition, a thematic structure which uses the 
‘tonal answer’ convention of the fugue exposition recurs in all three (for example, in 
the first theme of the sonata form of the third movement of the Sonata). By 
comparison with Papaioannou’s freest approach to form in previous years, his focus 
on archetypal forms of Western tradition at the time of his turn to material of the 
Greek musical tradition might point to his perception of Greek identity and especially 
to the emphasis given to its ‘western’ side. However, further consideration of the 
inner dynamics of the representations of ‘east’ and ‘west’ in this music has to wait for 
the accomplishment of, on the one hand, a future detailed discussion of the perception 
of ‘east’ and ‘west’ by Papaioannou and his contemporaries and, on the other, a 
reading of the dynamics between form and content in works such as Papaioannou’s 
First Symphony.
Spring Fantasy, the work for solo piano of this period which will be analysed next, 
does not offer the opportunity of such a reading since it does not employ Western 
traditional formal moulds. In Spring Fantasy the sectional form might have arisen 
from the demands of the story of the ballet.
Spring Fantasy (AKI 87,1944)
Since there is not an extant copy of the scenario of the ballet, the possible 
relationships of the form and the used material with the scenario cannot be tested. In 
any case, the notion of contrast seems the most important aspect in the unfolding of 
the form. Spring Fantasy consists of five short tableaux of contrasting tempo and 
character outlined in Fig. 3.1: the lyrical quality of the first, created by the mostly 
conjunct and rhythmically pliable melodic lines, contrasts with the dance-like 
atmosphere of the second (the affinity of the opening phrase with traditional Greek 
folksong dances is discussed later); the solemn character of the third, produced 
especially by its opening chorale-like texture, gives way to the rhythmically vivid 
giocoso fourth section in which momentum increases before the repeat of the opening 
lyrical section.
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The ascetic quality of the texture in the two-voice passages in sections A and B, as 
well as the ‘uncomplicated’ chorale texture of the first subsection of C (the first 
consistent use of such texture in Papaioannou’s piano works), are only the textural 
sides of what can be perceived as ‘simplicity’ in many aspects of this music. More 
specifically, in terms of pitch structure three aspects of simplicity are particularly 
uncharacteristic by comparison with Papaioannou’s previous music (and especially 
with his immediately previous piano work, the Nocturnal Fantasy): the diatonic 
consistency within the used modal collections, the clearly triadic underpinning of the 
harmonic texture, and the consistent reference to the major or minor triad on the same 
root as the pole of tonal attraction throughout the piece. Regarding the last aspect, it is 
characteristic that in sections A, B and C the melodic and harmonic closure to a D- 
based triad (the open fifth D/A in section C) confirms its previous centricity; in 
addition, the Eb-rooted central sonority of section D, by including both the chromatic 
neighbours of D (Eb and C#), might be interpreted as providing support to the overall 
priority of D which is established in the concluding repetition of the first section.
The piece begins with an ostinato texture which might be understood as the 
transformation of Ison of the Byzantine chant, as has been also pointed out by 
Kokkonis (1999) for a more complicated ostinato texture at the opening of the First 
Symphony. The luminous upper register of the ostinato sets up the spring atmosphere. 
An hermeneutic reading can be further pursued, yet restricted to the opening phrase 
(bb. 1-5): the way in which the D major triad gradually emerges at the end of the first 
melodic phrase (b. 5/l.h.) as the most stable point of the opening harmony might be 
interpreted as the musical metaphor of florescence, a spring-time image.
More specifically, the D major triad outlined by the rhythmically and metrically 
emphasized notes of the l.h. melody of b. 5 can be heard as resolving previously set­
up tensions vrithin a modal context consistently based on the Second plagal Byzantine 
mode on D (D Eb F# G A Bb C#): while the D triad might be heard as the triadic 
‘skeleton’ of the ostinato (yet equivocal because of the Second plagal context),^® the 
espressivo quality of the first melodic segment (bb. 2-3/l.h.) derives from the
D major and F# minor are the two possible triadic frames of this gesture. The listener who is not 
acquainted with the mode might focus on the D major because of the semitonal encirclement of d^ .
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emphasis on the dissonant bflat^ (it does not belong to the ostinato and also ‘clashes’ 
against the metrically strong a )^; tension in traditional harmonic terms is enhanced by 
the Bb-based first chord of the piece (b. 3iii-iv) since it includes both tritones of the 
intervallic content of the mode (c#-g, a-eb^). The melodic release of this tension 
comes with the concluding of the first melodic phrase in b. 5iii-iv/l.h., while the 
centricity of the D major triad is hinted at by the metrically and rhythmically 
emphasized notes of b. 5, though it is not confirmed until b. 8. In this bar the open 
fifth D/A at the low register and the encircling of D major triad by Eb major and C 
minor triads at the middle of the texture provide unequivocal priority to the D major 
triad.
In the intervening bars (6-7), the textural affinity with the preceding music and the 
fact that the melodic line of b. 6 is rhythmically modelled on that of b. 4 are the main 
aspects of continuity. On the other hand, the shift to the F-based Dorian context 
sounds abrupt since it centres on the F minor triad (see Ex. 3.4 for a voice-leading 
interpretation of bb. 6-7) of which all the constituents are chromatically 
complementary to the previous Second plagal mode. Moreover, the pentatonic content 
of the new ostinato with its lack of semitones contrasts with the opening ostinato.
However, the F-based texture can be interpreted as the first step in the overall route 
fi*om D major to D minor triadic emphases at the beginning and the end of section A 
respectively. In other words, by centering on F (the minor third of the D minor triad) 
bb. 6-7 can be seen as prefiguring the final emphasis of the section on the D minor 
triad. This route is also reflected in the course of the used modal collections outlined 
in Fig. 3.2: firom the Second plagal of the opening to the First plagal (or the Aeolian) 
on D at the end. After the F of bb. 6-7, the next element of this route is the C minor 
triad of b. 8. In this bar the focal notes of the melodic fragment of the F-based bb. 6-7 
(c\ d \  eb^) are reinterpreted as the roots of the parallel C minor, D major and Eb 
major triads in the revitalization of the D-centred environment. Moreover, in bb. 10- 
12 the C minor triad becomes the passing harmony in the descending stepwise motion 
from the D major harmony of b. 9 towards the Bb major harmony of b. 12. In this 
passage, shown in harmonic summary in registral simplification in Ex. 3.5, the 
accented dissonances which are subsequently resolved (D-C in bb. lO i-lli and a -^g  ^
in b. 12i-iv) recall the espressivo opening of section A. The final progression to the D
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minor of bb. 13 and 14 is effected through the ‘plagal’ cadence of bb. 12iii-13i and 
the melodic closure on d^ . However, the sense of a final closure is thwarted by e^  
which is hanging in the air at the end of bb. 13 and 14.
The ensuing upbeat gesture to b. 15 fills in the registral space and also links, in terms 
of collection, to the beginning of the repeat of the Second plagal-based section A an 
octave h i^er. This gesture alternates the Eb major and F# minor triads, which include 
the upper and lower chromatic neighbours of D respectively. Thus, despite the 
fleeting appearance of this gesture, it is important to note that in terms of fimction it 
resembles the upbeat quality towards the D major triad of the chord of b. 3iii,iv and 
the large-scale harmony in section D—in fact these last harmonies are subsets of the 
upbeat‘polychord’ of b. 14.^ ^
Regarding motivic working, although the consistent presence of the dotted figure 
provides a sense of coherence within the melodic fi*agments, there is not a tight and 
systematic motivic treatment. Nevertheless, the stepwise motion within a descending 
third of the opening melodic motive in b. 2/l.h. is varied in the ostinato texture and the 
melodic line of bb. 6-7 (c^-bfiat^-ab^ and eb -^d^-c^) and also in the bass descent in bb.
10-12 (D-C-Bbi) (see the motives in brackets in Exs 3.4 and 3.5).
Section B outlines three four-bar units (bb. 29-32, 33-36 and 37-40), of which the 
last starts with a sequential repetition of the second. Although this sequential 
treatment is uncharacteristic of Greek traditional folksong, the opening four-bar 
phrase is reminiscent of Greek folk dances through the dome-like contour of the 
melody, the Aeolian mode and the participation of the lowered subtonic in the 
opening gesture (see in Ex. 3.6 the opening phrase in juxtaposition with that of the 
Island Dance o f Mytilene). Moreover, the open-fifth accompaniment exemplifies a 
characteristic ‘solution’ by Papaioannou and other Greek composers in their folk or 
folk-like harmonic settings, possibly as a means of retaining the ‘harsh’ traditional 
sound.^ ^
As noted above, this superimposition of Eb major and F# minor triads was one of the polychords that 
Papaioannou derived precompositionally from the Second plagal mode.
See Bliss 2001: 124 for an example o f open fifths in the music of Constantinidis.
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In terms of harmony, the initiating open fifth D/A appears as the focal sonority at the 
end of the first four-bar phrase and at the end of the section (b. 40), while the F major 
triad becomes the goal of the middle phrase in b. 36 (highlighted by the poco rit). Ex. 
3.7 provides a voice-leading interpretation of the underlying harmony of the section 
(retaining the registral position of pitch events). As shown in this example, in the first 
phrase the only motion in the harmony is to the ‘subdominant’ g, which thus provides 
the local plagal cadence in bb. 31-32; in the second, the introduction of Eb is in 
retrospect understood as a Mixolydian inflection within an F-centred modal context, 
since F is approached by the minor seventh C minor harmony (F: v^) outlined by the 
l.h. of bb. 33-34. The major seventh Bb major harmony of bb. 37-38 acts as the 
common pivot to the return to the priority of D in the last phrase (F: IV ,^ d: VI^); the 
centricity of D is now further enhanced by the first appearance in this section of the 
leading note C# within the d: v ii\  harmony of b. 40  ^ that leads back to the repeat of 
the opening phrase. However, the modal atmosphere is retained in the final cadence of 
the section (bb. 39^-40^), in which the concluding D/A sonority is approached via the 
minor seventh A minor triad (d: v )^.
While in sections A and B the preponderance of two-bar and four-bar building blocks 
creates a certain sense of formal regularity, this sense is further strengthened by the 
consistently symmetric phrase structure of section C. This section comprises two 
subsections consisting of 16 bars (bb. 41-56 and 57-72), which are differentiated 
through change of texture, register and motivic material. However, both subsections 
centre on D (emphasizing either the minor or major D triad) although the second is 
characterized by a heightened sense of tonal ambiguity.
Symmetry also characterizes the formal articulation within the subsections. The first 
of these comprises an antecedent-consequent structure of eight-bar units (bb. 41-48, 
49-56) in which the consequent starts (in a traditional manner) as the antecedent; both 
the antecedent and consequent phrases can be further subdivided to four-bar units 
which are articulated harmonically and motivically as discussed below. In the second 
large subsection (bb. 57-72) the second eight-bar unit (bb. 65-72) is a varied 
repetition of the first, in which melodic structure divides into two four-bar units.
In the antecedent phrase of the opening subsection of section C starting with the D
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minor triad, the Bb triad is momentary tonicized via the plagal cadence of bb. 4 3 ^ 4  
that harmonizes the return of the dome-like melody to the opening d \  However, the 
Bb triad soon appears to function as the subdominant of the F major triad which 
becomes the harmonic goal of the eight-bar phrase since it is sustained throughout bb. 
45-48 (and is momentarily embellished by the minor seventh E major chord of b. 
47ii). The overall motion of this subsection from the D minor triad to its submediant 
recalls the same motion in the harmony of section B (while an additional similarity is 
the dome-like melodic contour).
In the consequent phrase (bb. 49-56) the subdominant of D, which is the first chord 
that is rhythmically emphasized after the opening D minor (in b. 50), gains further 
focus by being the harmonic goal of the first four-bar phrase: the ‘unorthodox’ 
sonority of b. 51ii that harmonizes d ,^ the peak of the melodic expansion in this 
phrase, introduces F#, the leading note of G (the expressive impact of this chord is 
highlighted by the poco s f  marking).^® In the ensuing four-bar phrase (bb. 53-56) the 
Eb chord that in the antecedent phrase had functioned as a route away from the D 
minor context of the opening (in b. 43) now announces the Phrygian on D harmonic 
and melodic environment of the melodic closure of the section through the descent to 
d^  in b. 56. In this bar, the picardy ending on the D major triad links to the 
réintroduction of the Second plagal modal collection at the end of the subsequent 
subsection.
Regarding the second large subsection of section C (bb. 57-72), in many aspects 
section A can be considered as its motivic source: the descending perfect fourth, 
which is treated sequentially in the melodic line of bb. 57-58, derives from b. lOi-ii, 
while the bass descent (D-C-Bbi) of bb. 10-12 now expands to the d^-c^-bflat^-a  ^
descent of the rhythmically and metrically emphasized notes of the melody of bb. 57- 
60; moreover, the dotted quaver motive (the most characteristic rhythmic element in 
section A) gains increasing emphasis producing the sense of propulsion in the second 
four-bar phrase (bb. 61-64), a sense that is also enhanced by the r.h. chords on the 
weak parts of the bar.
This sonority, not classifiable in tonal terms, can be understood as a means o f avoiding strong V-J 
bass-progressions that can also be discerned in the use of vii and not the V before the repeat o f section 
B (b. 40‘i).
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In terms of harmony, a sense of ambiguity is created despite the fact that the melody 
of bb. 57-60 outlines the D harmonic minor (or Aeolian, or First Byzantine mode) 
descent from d  ^to a^  and the ‘nodal’ notes of the eight-bar melodic phrase (b. 57i: d ,^ 
b. 60i: a \  b. 64: d^) are the first and fifth degrees of D. This sense of tonal ambiguity 
results from the non-triadic harmonic vocabulary and the momentary digression 
towards the distant Db major harmony in b. 61ii. The superimposed fourths in the 
harmonies of bb. 57-58 can be heard as a non-functional ‘thickening’ of the echoing 
of the melodic notes d  ^ and c^  an octave higher, while the chords of bb. 61-62 are 
pentatonic subsets. A sense of direction in the chordal part of the texture in bb. 59-60 
is created by the chromatic ascent ff^-g^-ab^, but the Db triad becomes the momentary 
harmonic goal through the functional outlook of the texture of b. 61 (Db: V®-I, if 
bflat^ in b. 61ii is heard as the added sixth of Db). However, pc Db is soon 
reinterpreted as the leading note of D in the chordal succession of bb. 63-64; the 
penultimate chord (b. 63) also comprises pc Eb, the upper chromatic neighbour of D 
(in agreement with the Second plagal collection of the melody) providing further 
support to the final D major triad. The repeat of bb. 57-64 in bb. 65-72 is varied 
mainly vrith regard to texture and register, while the opening fourth-based harmonies 
(bb. 65-66) are further thickened by another fourth.
Seen from a wider perspective, in section C the overall shift from the opening 
emphasis on the D minor triad to the final D major triad inverts the overall shift of 
emphasis in section A. Moreover, in both cases the concluding modal collections are 
also heard at the opening of the ensuing sections, thus creating immediate links 
between the successive formal sections.
The r.h. melodic line of section D draws consistently on the Second plagal mode on 
D. However, now the registral, rhythmic and metric emphasis is on pcs Eb and C#, 
the chromatic neighbours of D: the initiating scalic rise and fall of bb. 73-74 is 
bounded by the metrically strong eb  ^and c# ;^ c#  ^also delimits the subsequent scalic 
ascent (b. 76ii), while the ensuing semiquaver run rests on eb  ^and c#  ^(b. 80i,ii).
By comparison with the previous sections, in section D there is a sense of increasing 
momentum created by the greater rhythmic activity of the improvisatory scalic runs
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that reach the highest register throughout the piece in b. 83, and the asymmetric form 
that contrasts particularly with the formal symmetry of section C. More significantly, 
harmony also plays an important role in perceiving this section as a large-scale upbeat 
to the return of D’s centricity in the repeat of section A.
After the consistent priority of D in the previous sections, the melodically emphasized 
pcs Eb and C# can be heard as potential upper and lower leading notes of D/® in 
addition, they are supported in the lowest register by the open fifths of the Second 
plagal collection that contain these pcs (Eb/Bb, F#/c#); moreover, while the initial 
harmony of the middle texture comprises both these pcs (b. 74), the harmony of bb. 
76-83 draws on F# minor and Eb major triads. (The only ‘chromatic’ deviation from 
the Second plagal collection in this section is the E-based harmony of b. 75, that can 
be heard as prolonging the Eb-based harmony, because of the semitonal relationship 
of most of its constituents with the members of the adjacent harmonies.) In the final 
four-bar subsection (bb. 84-87), the sense of expectation of D is strengthened by the 
sustained c#  ^ and eb  ^in the harmony and the melodic ending on c#  ^and also because 
D is the only missing member of the Second plagal collection—at the same time the 
reappearance of textural and motivic aspects of section A prepares for its return. At 
the beginning of the repeat of section A in b. 88 the addition of D/A enhances the 
sense of arrival and resolution.
Viewed from a larger perspective, the harmony of section D endows a dynamic aspect 
to the overall harmony not in tonal V-I terms, but because of the consistent emphasis 
on the chromatic neighbours of the note D within the Second plagal mode. This large- 
scale ‘integration’ of the opening melody with the unique large-scale harmonic move 
(in section D) gives a particular interest in this piece."^  ^Otherwise, the static centricity 
of D in sections A, B, and C is mainly counteracted by the variety of the D-centred 
modal content and the shift of emphasis from major to minor triads of D—and the
The attacca subito and attacca instructions before and after this section possibly depict 
Papaioannou’s intention to underscore the relationship of this section to the adjacent movements.
It is noteworthy that although the polychord comprising the chromatic neighbours o f D can be seen 
as a Contrapuntal Structural Chord in Felix Salzer’s terms, the main difference in the present case 
compared with those analysed by Salzer (1962) is that here this sonority derives contextually from the 
Second plagal mode which is consistently used at the opening of section A and throughout section D.
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reverse—within the sections/^ The ascetic quality of the overall harmonic structure 
has its counterpart in the harmony within the sections. In all the sections the move to 
the ascending minor third-related harmony can be interpreted as ‘motivic’, since it 
recurs within different contexts: in sections B and C the ‘relative major’ (F major 
triad) comes as the most important subsidiary goal, while in sections A and D the 
main shift in the bass is within open fifths that are minor-third related (D/A-F/c in A, 
Eb/Bb-F#/c#inD).
All these aspects of harmony can be deemed as expressions of the notion of 
simplicity. Although, as mentioned above, Papaioannou refers to simplicity only in 
cormection with the Prelude and Chorale, a work in which the influence of Byzantine 
chant is direct, many changes in his music during this period can be interpreted under 
the same idea: the sparse texture, the mostly triadic harmonic vocabulary, the diatonic 
consistency, the clarity in terms of tonal centre and overall tonal plans that derives 
from the oscillation between modal collections comprising the ‘minor’ or ‘major’ 
form of the focal triad, the restricted range of the mainly conjunct melodic lines and 
the coherent voice leading.
Some characteristic examples of these aspects in Papaioannou’s works for other 
genres of the years 1944-1946 are the following: the Sunset (AKI 91, 1945) for string 
orchestra starts with a unison string texture, while the two sections of its ternary 
formal design centre on D minor and D major triads respectively; in the similar formal 
scheme of the Nocturne (AKI 96, 1946) for chamber orchestra, the consistently 
Phrygian material of the first section is heard in its major form in the varied repeat of 
this section at the end; in Vassilis Arvanitis (AKI 86, 1945) for orchestra seven out of 
eleven pictures centre on D-rooted triads from their beginning.
As depicted by a revised manuscript of the Spring Fantasy (P.A., File 9), the above 
mentioned aspects of simplicity were at the focus of Papaioannou’s later (presumably
This technique resembles what Bartôk termed ‘polymodal chromaticism’ in his music: the use of 
various modal collections sharing the same final (see Kérpâti 1994: 169-183). However, though in 
Papaioannou’s music of this period this technique is a stable stylistic element, it is not new in his 
music: a characteristic example is the coda of the Prelude of Agnos of 1937 with the alternation o f D- 
centred modes (see Ex. 2.16).
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post-1950) rethinking of the work/^ the formally symmetrical section C is altogether 
crossed out (bearing the characterization ‘banalités’) as is the repetition an octave 
higher of bb. 78-80 in bb. 81-83; moreover, revisions centre on enriching the 
harmonic texture and blurring the sense of tonal centricity and modal clarity by the 
addition of non-triadic harmonies (such as the pc set 3-4—see the opening in Ex. 3.8), 
the avoidance of open fifths in the bass (e.g. at the beginning of section B bflat/#^ 
substitutes for dVa )^ and the chromatic altering of existing notes.
The piano works of the years 1948-1949
After Papaioannou’s prolific symphonic production of the years 1944-1948, his 
return to the ‘private’ world of the piano for three consecutive works {Imaginary 
Dance, A K I  106, completed on 31 July 1948, The Fairy, AKI 107, completed on 3 
March 1949 and the Suite, AKI 108, completed on 27 April 1949) coincides with a 
sense of experimentation: this is initially depicted in the great disparity of these works 
in terms of harmony and form, as will be discussed in the analyses below. Although 
Papaioannou’s renewal of his music library in 1947 might have prompted this 
rethinking of elements of his music, no other accessible biographical document can 
provide further possible explanation."^ ® However, it is worth noting that this rethinking 
coincides with his need to widen the horizons of his knowledge of contemporaiy 
international musical production, which is reflected by his search, in 1948, for a 
scholarship to study abroad; more specifically, it is expressed by the ideas articulated 
in his application form for a scholarship by UNESCO (the one that finally gave him 
the financial help for his stay abroad in 1949-1950) regarding his aspirations to 
contribute to the evolution and development of Greek music."^ ® This application form 
was completed three months after the composition of the Imaginary Dance.
This revision might have been undertaken for a performance o f the work in 1952, which is 
documented by the press critique o f Dounias (1952). Evidence of this assumption is provided by the 
frequent addition of different guises of the ‘non-tonal’ trichord 3-4 which was characteristic of 
Papaioannou’s harmony in works around 1952 (such as the Pygmalion and the Corsair Dances).
This work has been published as Dance [s\c\ fantastique. Here I adopt the translation o f the piece in 
the Catalogue (Moschos/Xanthoudakis/Deniosos 1999: 37).
Among Papaioannou’s miniature scores in P.L. that bear 1947 as the date of acquisition are Ravel’s 
String Quartet, and Debussy’s Prélude à TAprès-midi d ’un faune and Ibéria.
See also Chapter Four (pages 129-130) for further discussion o f the ideas that Papaioannou 
expresses in this application form.
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Despite the fact that the Imaginary Dance was not intended for actual dance 
performance (unlike the Spring Fantasy), the form of the two pieces is similar in that 
they both comprise short sections clearly articulated through changes of tempo, 
rhythm, texture and tonal/modal material (the formal outline of the Imaginary Dance 
is given in Fig. 3.3). Moreover, in the Imaginary Dance the fast sections are 
characterized by motivic tightness (often a result of sequential working, as in sections 
B, B' and E), which contrasts to the quasi-improvisatory character of the slow 
sections produced by the rhythmically flexible melodic structure that often obscures 
the underlying metre.
A characteristic agent of motivic tightness within many sections, and thus of the 
motivic affiliation between sections, is the rhythmic pattern of the tsifteteli dance 
(2/4: semiquaver-quaver-semiquaver-quaver-quaver) and its variations. This pattern is 
introduced at the opening of section A (bb. 9-10) and also recurs at the end of the 
section in its varied form (b. 33), while in section B  ^it is the main rhythmic motive; 
in section B' the opening rhythmic pattern (bb. 101-102) can be heard as an 
augmented variation of the tsifteteli rhythm (because of the elongation of the second 
quaver, as shown in Ex. 3.9), while the original form of the rhythmic motive 
articulates the short middle section (bb. 112-119); a slight variation of the motive 
also initiates the sequentially-treated four-bar unit of section E (b. 150) and the 
variation that was first heard at the end of section A (b. 33) reappears in the coda (bb. 
213-219).
As in the Odalisque of 1937, the rhythmic pattern of the tsifteteli places many scenes 
of the imaginary dance in the east. However, Spain might also be recognized as 
another location of the imaginary dance, since it is evoked by the monotextural 
section D through material associated with Spanish music or, better, associated with 
the perception and evocation of Spain in the music of Debussy and Ravel:" ’^ the 
guitar-like texture and the harmonic descent from the first to the fifth degree of the 
mode (both reminiscent of the passage of bb. 109-112 and 115-118 of ‘La Soirée
P.L. includes veiy few scores by Spanish composers (for example, only one by de Falla—El 
sombrero de très picos—bought in Paris in 1950), but all the works of Debussy and Ravel with Spanish 
themes.
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dans Grenade’, Debussy’s second Estampé) and the major/minor third ambiguity of 
the mode.
In terms of tonal structure, the Imaginary Dance resembles Spring Fantasy in that D 
emerges as the most stable tonal centre almost throughout the piece. However, in 
Imaginary Dance the ‘tonal’ structure is far more complicated, ambiguous and 
adventurous: in all the sections (except for the introduction and section E) there is a 
move from the relative tonal stability of the opening to a state of tonal ambiguity; 
nevertheless, the priority of D is consolidated at the end through one or more of the 
following parameters: assertion via repetition, modal cadences, melodic closure on D 
within a consistent D-centred modal environment and, in section D, through the 
restatement of the theme that was first heard within an F-centred context (bb. 101- 
106) now within a framework that reinforces the priority of D (bb. 120ff)—the only 
exception is section E in which the move to B/F# at the end links to the centricity of 
B in the ensuing section. Moreover, the route back to the priority of D is often 
articulated by the harmony that combines elements of the Eb major (without third) 
and F# minor triads: Eb-F#-Bb-A-C#. This harmony is heard at the very opening (b.
li-ii) and gains more textural emphasis in bb. 3iii-4, but in the introduction it is not 
immediately succeeded by a D-rooted harmony; however, it reappears throughout the 
piece (in bb. 32/r.h., 85-86, 93ii, l l l i ,  141-142 and 210ii)"^  ^supporting local motions 
to D-based harmonies, although the potential semitonal voice leading of these 
successions is in most cases concealed by register transfers;"^ ® it is noteworthy that the 
precompositional ‘generator’ of this harmony, the Second plagal modal collection, 
informs systematically the final stretches in all sections apart from E, producing a 
sense of contextual consistency and being a fiirther agent in the evocation of east (see 
bb. 32-34, 58-64, 78-79, 94-100, 110-115, 118-119, 141-142, 170-174 and 219-
In its appearances in bb. 85-86 and 141-142 it also includes G (the third of its Eb major component).
The manuscript o f the Imaginary Dance gives information on aspects o f the compositional process as 
it includes Papaioannou’s notes presumably made parallel to the writing of the piece since many pages 
contain both a section of the piece and various notes (P.A., File 11). Many notes concern 
Papaioannou’s experimentation with the ‘cadences’ towards a D major triad involving the sonority that 
combines elements from Eb major and F# minor triads (Eb-F#-Bb-A-C#): in the page entitled ‘cover’ 
the sonority is described as ‘in D’; page V contains a list of various textural dispositions o f the 
‘cadence’, while on page X  the progression is shown to be derived from the Second plagal Byzantine 
mode.
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50225^
As will be discussed in more detail in the diachronic analysis of the piece below, the 
main agents of relative tonal stability are the triadic underpinning of harmony 
strongly rooted on open fifths in the bass and the local modal cadences. On the other 
hand, the main source of tonal ambiguity is non-triadic harmony—based particularly 
on pc sets 3-5 [0,1,6], 3-8 [0,2,6] and 3-7 [0,2,5]—while the harmony in many cases 
is chromatically complementary to the modal consistency of the melodic lines; a 
characteristic example is given by bb. 50-54 in which harmonic types that resist a 
consistent explanation accompany the D minor collection of the upper voice.
The overall tonal structure of the work outlined in Fig. 3.3 deserves further critique: 
the emphasis on F at the beginning of sections C and B' is symmetrically ‘balanced’ 
by the emphasis on B in section F around the axis of D which is the overall centric 
pitch. This is not the only aspect of symmetiy in the piece. In terms of form, the 
reversed varied repeat of sections B and A provides also a sense of symmetry which 
is however mitigated by the extensive variation of section B, the non-relationship of 
sections C, D, E and F and by the fact that there is no symmetry in formal 
proportions.
Moreover, symmetry can be also heard in the pitch material on a smaller scale. 
Symmetry by inverted contour first appears in the two opening arabesques (bb. li-ii 
and 2i), while it recurs in section B^  on two levels: the ascending overall contour of 
bb. 38-43 is inverted in bb. 44-47, and the contour of b. 38 (the motivic nucleus of 
the whole passage) is inverted in b. 44 which is thereafter sequentially treated (see 
Ex. 3.10). In addition, symmetiy around D appears as a middleground harmonic 
process in the passage of bb. 87-94 of section D outlined by the important points of 
motion (in terms of metrical and registral emphasis): the Bb major triad of b. 89i 
‘balances’ the Gb major triad of b. 88i around the D major triad of the beginning and 
end of the passage. The symbiosis of these two symmetrical pcs around D (F# and 
Bb) in the D-rooted sonorities that conclude most sections and the coda emerges as 
the most significant aspect of symmetry on the level of chord structure, and further
Apart from bb. 33-34, 118-119 and 141-142 that draw on the chromatic form of the Second plagal, 
all other sections employ its mixed form—except for bb. 170-174 in which both forms are heard.
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enhances the sense that the centric pitch D acts as a point of equilibrium. Having 
acquired a general picture of the overall pitch structure of the piece, we will now 
proceed to a more detailed diachronic consideration.
The introductory character of the first section is revealed by the quasi-improvisatoiy 
arabesques, while its Tead-in’ function towards section A is effected mainly in terms 
of gesture: through the accelerando and poco cresc. ascending runs of bb. 7-8i. 
However, the dVa  ^of the opening of section A (b. 9i) might be heard as an expected 
outcome of the previous harmonic activity: the open fifths D/A in bb. 3i and 6ii (the 
only open fifths in the low register throughout the introduction) hint at D as a 
potential tonal centre, while D is one of the missing pcs in the upbeat octatonic 
gesture of b. 8i. The fact that both the open fifths D/A of the introduction are 
approached by harmonies that include C natural instead of the leading note C#, which 
has been a member of the foregoing Second plagal on D collection (consistently used 
in bb. 1-2Ü and 3-4X announces an ‘expressive’ element that also recurs in local 
cadential situations in sections C (bb. 76-79), B' (bb. 112-113) and the coda (bb. 
220-221).
The first melodic phrase of section A (bb. 9-12) outlines an overall octave descent of 
the fifth degree of D (a -^a )^. While the first motion in the bass (to Bb, b. 11) sounds 
surprising since Bb is not a member of the Dorian on D collection of bb. 9-10, the 
bflat-eb^-a^ (3-5) harmony of b. 12i creates tension by heightening the level of 
dissonance. The reappearance of D/A in b. 13i ‘resolves’ this tension but also 
reasserts the priority of D. Thus the motion to the A-centred harmony in bb. 15-21 
can be inteipreted as a motion to the ‘dominant’ minor, despite the fact that the 
immediate harmonic approach to the return of D in b. 22i through the F# diminished 
chord is unorthodox in tonal and modal terms. Despite the initial emphasis on D, bb. 
22-27 sound fi*agmentaiy because of the sparse contrapuntal texture that gradually 
reveals a collection with a limited potential for ‘traditional’ harmonic motions (D Eb 
F G Ab B C). The D-based triadic harmony of bb. 28-29 and the subsequent move to 
the A chord in bb. 30-31 (D: v^) announces the consolidation of D at the end of 
section A, which is further effected by the directional quality (because of the 
introduction of the leading note C#) of the upper texture of b. 32.
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The short section of bb. 35-37 effects a transition to section B in terms of rhythm, 
sequential texture and tempo; the ascending fourths of the metrically emphasized 
notes (Bb-Eb) within the used Eb major collection highlight pc Eb, which is 
assimilated in the Phrygian on D initiating modal context of section B.
In section B^  the centricity of D is unambiguously asserted by the repetition of d/a in 
the first beats of bb. 38-41 and the fact that the harmonies of the second beats include 
chromatic embellishments of d/a. The melodic sequence in bb. 41-43 is bound by a 
cycle of ascending thirds diatonic to the D modal context. This cycle is disrupted just 
before the emergence of d ;^ instead, the bflat^-eb^-a  ^ (3-5) sonority is heard as the 
peak of the previous animato e cresc. ascending gesture, introducing the non­
functional harmony of the descending sequential gesture of bb. 44-47. As shown in 
Ex. 3.10, despite the non-functional harmony (whose uniformity results from the 
preponderance of pc sets 3-7 and 3-8), the triads of the first beats of bb. 45-47 outline 
a descent by fourths to the D triad of b. 47i (which is however not a stable harmonic 
point as it is in second inversion). Further integration of pitch material results from 
the correspondence between the metrically strong melodic pitches of bb. 44-46 (A, 
Eb and Bb), beamed together in the second system of Ex. 3.10, and the constituents of 
the initiating chord of the passage (b. 44i). The change of texture in bb. 48-49 
prepares for section B  ^rhythmically (it reintroduces, in augmentation, the first part of 
the tsifteteli motive) and harmonically (the final chord, supported by the previous 
sonority through stepwise voice leading, can be interpreted as D: leading to D/A
of b. 50i).
In section B  ^the alternation of sets derived from the two whole-tone collections in the 
harmony of bb. 50ii (the aggregate of whole-tone H) and 51ii (five members of whole- 
tone I) is not further systematically explored. D is reestablished in bb. 56-64 through 
the repetition of D/A. The C-based chord of b. 65ii might be heard as a local 
dominant-rooted sonority of F leading to the initially F-based context of section C.
However, F soon appears to be only a passing deviation from the priority of D. In 
section C the centricity of D is gradually regained by the réintroduction of the leading 
note C# in bb. 69-70i and, most significantly, by the sustained a at the bottom of the 
texture in bb. 72-73i and the cadence v^-I in bb. 76-77i. As in the previous sections.
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the final chord of section C (D: iv^s) is not conclusive, linking to the initiating D 
major triad of the next section.
In section D the priority of the D major triad is enhanced by the A-based harmonic 
texture of bb. 85-86, although this texture progresses to the unstable second inversion 
of D in b. 87i. In bb. 89-93i the Bb triad emerges as the subsidiary harmonic goal 
because it is prolonged by its upper chromatic neighbour B-based harmony. The 
upper part of the harmony of bb. 89-94iii outlines the most directional element of the 
texture towards the move back to D: the chromatic ascent bflat^-b^-c^-c#^-d^. The root 
position of the D major triad in b. 94i, firmly based on low D, reaffirms the priority of 
D in this section.
At the beginning of section B', F can be heard as the local centre of a Mixolydian 
collection since the harmony of the accompaniment is ‘enclosed’ by Fs (bb. 101-105) 
(however, the pentatonic harmonies that exclude the members of F major triad 
mitigate any sense of triadic centre). While the D-centred texture of bb. 112-113 is 
approached, as already mentioned, by the harmony that combines elements of the F# 
minor and Eb major triads, the succession of the Ab-based texture of bb. 116-117 by 
D in b. 118i recalls the harmony of bb. 26-28. Here the fi-agmentaiy quality of the Ab 
gesture is further highlighted by the abrupt change of texture and the reference to the 
lyrical quality of sections A and C, which make this passage one of the most exciting 
and unexpected turns in this work.
The rest of section B’ works towards the establishing of the centricity of D: the varied 
repeat of the opening melody in bb. 120ff has a D Dorian ‘colouring’ because of the 
d^-based harmony of b. 120i and the b  ^in the melody; moreover, the first clear triadic 
reference in the harmony is the D major triad in bb. 129-130, which prompts bb. 131- 
132 to sound as a move to the subdominant g, before the reassertion of D by the 
abrupt shift to the low register in b. 135i. This shift also initiates a section of 
increasing tension that is created rhythmically (by the doubling of rhythmic activity 
and the accelerando), gesturally (by the registral and dynamic ascent, the tremolando 
of b. 141 and the precipitato scalic descent of the following bar) and harmonically 
(since the harmony of the tremolando is the one that contains elements fi*om the F# 
minor and Eb major triads, leading to the D/A of the beginning of the repeat of
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section B inbb. 144ff).
At the opening of section E, despite the diatonic consistency (based on the collection 
of the G major scale) any sense of pitch centre is frustrated by the tonally inexplicable 
harmony. However, many aspects of the music of the whole section can be construed 
as being relatable to the pentatonic pc set, which first appears in its entirety as the 
initiating harmony of b. 150:^  ^ the transpositional levels of the repeats of the melody 
of bb. 150-1521 in bb. 153-1551 and 156-1581 (starting on a ,^ c^  and d^  respectively) 
projects the pentatonic subset 3-7, while the lowest notes of the harmonies in bb. 156- 
1581 (g^-e^-a^-b )^ and their repeat an octave higher in bb. 159-1611 outline 4-22, 
another pentatonic subset.
The first phrase of section F continues the emphasis on B, which has been the final 
goal of the previous section, here within a consistent Phrygian context. While the 
melodic closure of the antecedent phrase is on b (b. 166), in the consequent there is a 
move towards D effected by the infiltration of D minor elements (b. 170: bflat\ c# ,^ 
b. 171: f )^. The priority of D is asserted before the repeat of section A, while in the 
harmony of the gesture that precedes this return there is an absence of any strong 
directional quality; both these facts deprive this passage of any dynamism in harmonic 
terms. However, this passage sounds perplexing because there is a sense of dynamism 
hinted at gesturally (by the trill—a ‘traditional’ signal for preparing a return, as for 
example at the end of the cadenzas in classical concertos—and the first change of 
metre from section A onwards).
The characteristic guitar-like texture of section D is varied in bb. 203ff so as to 
provide further support to the priority of D. In bb. 203-204, note A (the fifth degree 
of D) becomes the goal of linear voice leading in two parts: the ascending d^-eb^-f- 
fr^ -^g^ -g#^ -a  ^of the r.h. counterpoints the stepwise descent towards a^  in the low part, 
while the chord of D: gains focus by being repeated in the upper texture of bb.
206iii-208. However, a D major triad in root position is finally approached in b. 21 li 
by the continuation of the linear ascent now towards d^  in the highest part of b. 210,
This collection has been introduced melodically in the arabesque-like gestures of section A (bb. 9ii, 
28ii and 31), while it has been an important harmonic resource in sections and B'—for example, in 
bb. 120-126 the vast majority of the harmonies are pentatonic subsets.
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and harmonically via the characteristic sonority that has served as an approach to D 
throughout the piece.
In Poco Lento, despite the initial tonal ambiguity (within which the l.h. melody of bb. 
213-215, with its use of the first tetrachord of the G minor collection, might be heard 
as ‘resolving’ the tensions of the last chord of the Allegretto, D^) the centricity of D as 
the overall tonal centre is confirmed by the revitalization of the lowest register by the 
A-D motion in bb. 219Ü-220 and by the very last note: the D in b. 225ii. However, 
the recognition by the listener of the concluding character of this section might also 
derive from the fact that the Poco Lento combines materials associated with closure in 
the previous sections of the work: the variation of the tsifteteli motive (from bb. 33- 
34 of section A), the gesture of bb. 220-221 which has been heard during the final 
stretches of sections A, C and in bb. 33-34, 78-79 and 118-119 respectively and 
the gesture of bb. 222-223, which has been heard in sections B ,^ F and A' in bb. 62- 
64,172-173 and 199-200 respectively.
The absence of key signature in The Fairy, the piece written after the Imaginary 
Dance, is only the outward indication of the big difference between the two works in 
terms of pitch structure. It is characteristic that although the opening gestures (bb. 1- 
2) of the two works are similar in terms of register, contour and rhythm, in the 
opening gesture of The Fairy the appearance of eleven members of the chromatic 
scale and the absence of any implication of an underpinning triadic voice leading 
announce the tonally ambiguous environment of the whole piece.
However, as in the Imaginary Dance, there is also an overall centric pitch, although 
here this is negated at the very end: the note F#, often supported by the fifth C#, 
reappears as the focal point within the tonally ambiguous context at important formal 
junctures. The form comprises short sections clearly articulated through changes of 
tempo, texture and rhythm and can be summarized as: Introduction (bb. 1-11), A (bb.
12-28), B (bb. 29-39) (bb. 37-39 link to the next section in terms of texture, tempo 
and pitch collection), C (bb. 40-48), D (bb. 49-58), C’ (bb. 59-77), D' (bb. 78-87) 
and coda (bb. 88-99). The following diachronic consideration of the piece will focus 
on how aspects of harmony and pitch centricity also play an important role in the 
delineation of form.
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The #/c#^ in b. lOi is the most stable sonority to that point and delineates the end of 
the introduction (at the lowest part of the texture of bb. 7-9 a linear descending 
motion towards #  might be perceived, despite the octave shifts). In section A the 
Wc#^ is repeated at the opening (bb. 12-13), while the members of the dyad are (in 
terms of pc) the points of departure and arrival of the four four-bar melodic phrases, 
except for the bflat^ and eb  ^of bb. 12i and 20i respectively. In bb. 27-28 the emphasis 
given to the note F# and the recurrence of the accompaniment figure of bb. 12-13 
round off section A: the F#/f#^ of b. 27i (the first ‘unison’ so far) is approached by 
stepwise contrary motion in the outer voices, while the low register is revitalized for 
the first time since the first four-bar phrase of the section.
Section B initially creates contrast to the highly chromatic harmony of section A 
through the clear diatonic texture based on the D Dorian (the move in the low parts 
from the F#/C# of section A to the emphasis on D/A can be interpreted as a 
‘middleground’ reflection of the first motion by open fifths in the piece, in the low 
register of bb. 12-14). Although the a^  harmony of b. 33i might be heard as the minor 
‘dominant’ of D, fi-om b. 32ii onwards the harmony becomes tonally ambiguous and 
the varied repeat of the opening gesture of the piece in b. 34 contributes to this.^^
The upper and the middle (up to b. 42) parts of section C draw almost consistently on 
the collection F# G A Bb C# D Eb; although the note F# is the initiating note and the 
registral peak (b. 41ii) of the opening melodic gesture of the upper part, it is difficult 
to perceive it as the centric note of the texture because of the brevity of these events. 
The sense of ambiguity in terms of pitch centre is also enhanced by the sustained e^  at 
the bottom of the texture, which conflicts with the upper part since it does not belong 
to the collection.
The A-based harmony of b. 48 might be understood both as a momentary goal 
(because of the g-g#-A motion of the lowest part in bb. 45-48 and since it is 
approached by the A: of the low parts of b. 47) and as a local link to the initiating
Because of the variation, the pc set formed by the constituents of the gesture of b. 34ii (8-Z15) is the 
same as that formed by the members of the opening gesture (b. 1). Although this can be seen as 
establishing a large-scale relationship, background analysis with the application o f pc set theory in 
musically meaningful segmentations did not give other ‘positive’ results.
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d^/f of the ensuing section (if interpreted as augmented fifth, minor seventh, minor 
ninth V of d). However, the sense of continuity across sections C and D is rather 
created by the fact that the change of gear at the opening of section D (that is aurally 
recognizable because of the preponderance of semiquavers in the rhythm) soon proves 
to be the first stage of a process of increasing momentum via rhythmic acceleration; 
the next stages are the Piû mosso of b. 53 and the quicker rhythmic activity in bb. 
57ff. This process underlines the emergence of diatonic clarity (the gesture of b. 53 
can be heard as a diatonic, and rhythmic, variation of the opening gesture of the piece 
using the content of the B Aeolian collection). Moreover, as shown in the voice- 
leading interpretation of the underlying harmony of bb. 54Ü-57 in Ex. 3.11, the 
harmony gradually acquires a functional profile towards the reassertion of the priority 
of F# by the metrically emphasized F#s and C#s of bb. 57-58i and its confirmation by 
the final ending of the section on f# .^
In section C, which starts with the transposition of the l.h. material of the beginning 
of section C a perfect fourth higher, F# gains momentary focus: initially by being the 
point of convergence of the two low parts in b. 64 and then through the freezing of the 
upper voice on c#  ^ against the sustained throughout the subsequent bar. 
Considering the relative absence of overt triadic references so far, the reinteipretation 
of c#  ^ as a member of triadic harmonies within a functionally unrelated harmonic 
succession in bb. 66-70 gives a distinctive character to this passage. Any sense of 
pitch hierarchy is further mitigated in the ensuing passage (bb. 71-77) because of the 
continuous reiteration of a large part of the chromatic scale in each successive gesture 
(for example, 11 pcs are heard in each gesture of bb. 71,72, and the whole aggregate 
appears in b. 76). The slightly varied recurrence of the A-based harmony of b. 48 in b. 
77 serves again as a link to section D, whose repeat in bb. 78-87 strengthens the 
priority of F# as the centric pitch so far. The negation of this priority in the coda is the 
most interesting and surprising aspect of this piece.
The recurrence of the open fifth F#/C# in b. 95i is perceived as the most stable 
sonority of the coda up to this point in terms of interval and also because of the metric 
and rhythmic emphasis given to F#i (while the motion Di-F#i in bb. 93Ü-95 can be 
heard as inverting the ‘middleground’ F#-D motion in the low register between 
sections A and B). Moreover, the sense that the advent of F#/C# in b. 95i resolves
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previous tensions results also from aspects other than pitch: the sparse and p  texture of 
b. 95i sounds as the resolution of the accumulation of tension created by the abrupt 
changes in b. 91 in terms of register, texture, rhythm, dynamics and tempo and th e /  
texture of bb. 93-94, which is the most widely spaced and rich sonority so far.
As the F#i ‘sinks’ to the Fi of the last harmony (bb. 97-991), any previous priority 
given to F# is denied. The attempt to find an internal musical raison d'être for this 
motion has been fruitless. It can be rather understood under extramusical 
considerations: as a depicting of the elusive and intangible image of the faiiy; the 
same purpose seems to be served by the tonally ambiguous harmony throughout the 
piece, the loose motivic working, the mostly sparse texture and the insistence on the 
high register of the quasi-improvisatory staccato semiquaver runs in sections C and 
C. It is worth mentioning that the theme of the faiiy had similarly motivated 
Papaioannou’s imagination in one of the most tonally ambiguous Preludes for piano 
of 1939 (AKI 51, No. XIX).
The most important common structural element between the Suite (completed on 27 
April 1949), the piece written immediately after The Fairy, and Papaioannou’s post- 
1944 piano works analysed so far is the establishment of a single tonal centre. In the 
Suite this aspect alludes to the monotonality of the Baroque suite and can be 
understood within other suggestions of the music of Baroque and Classical periods as 
demonstrated below; although in the Suite there is not an overt reference, through the 
titles, to the dances of the Baroque suite as in the Humoristic Suite of 1936, the 
reference to functional fifth harmonic progressions is much more evident being also 
an important agent in the demarcation of the ‘traditional’ formal designs. However, 
the fact that the tonal centre, despite the frequent diatonic clarity of modal collections 
on A, is the open fifth A/E (and not one of the two A-rooted triads) can be inteipreted 
as an element of distortion of past models. More generally, distortion is a 
characteristic aspect of music perceived as ‘neoclassic’ (Whittall 2001a). While the 
following comprehensive commentary of the Suite will concentrate on ‘new’ and 
‘old’ aspects of structure, it also includes a reading of a characteristic ‘neoclassic’ 
element of the third movement under ideas developed in recent theoretical approaches
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on the use of elements of the past in twentieth-century music/^
The first movement alludes to the introductory toccatas of the Baroque suite through 
the quasi-improvisatory character of pitch material and the rhythmic texture 
consisting of continuous semiquavers. The voice leading of the harmony of bb. 1-3 
might be explained within A major (for example, the d#^s in b. lii,iv as 
embellishments of the e^s and the G minor harmony of b. 2iii as embellishing the 
‘subdominant’ D), although it is the dyad A/E that is asserted as the tonal centre 
through its recurrence in bb. li,iii and 2i. While the motion to the distant Eb major 
collection of bb. 4-5i is abrupt, a smooth way back to A via its dominant (b. 5iv) is 
effected through the exploitation of the common tritone (D-Ab/D-G#) within the Eb 
and A areas (a typical aspect in the harmony of late Scriabin). '^  ^Thereafter, the return 
to A-based gestures approached by a form of the ‘dominant’ E triad delineates the 
phrase structure. The A minor triad of b. H i (approached by the E dominant seventh 
without third) resolves the tension created by the semitonal part-movement of b. 
lOiii-iv and defines a symmetric phrase structure (bb. 1-5/6-10). Because A is 
highlighted through its repetition in bb. lli,iii and 12i, the emphasis given to E/B 
throughout b. 13 (the r.h. material can be heard as embellishing the metrically strong 
E/B) and in the strong beats of b. 15, the uncontaminated diatonic collection of A 
major in bb. 15-17 and the stepwise ascending motion of the low part of the
texture in b. 17iv create expectations of a return to A. Thus the move to F/C in b. 18i 
has the air of a deceptive cadence to bVI. The way back to A in b. 22i, which also 
articulates the slightly varied repeat of the previous music, is paved by the repeat of 
the harmonic succession of bb. 5iii-6i.
hi the second movement the allusion to earlier practices is particularly explicit in the 
overall harmonic motion of the first section (bb. 1-22), whose varied repeats create 
the large-scale form (A: bb. 1-22, A': bb. 23-43, A": 44-581 and codetta: bb. 58ii- 
62). More specifically, since the priority of A/E is asserted by the ostinato figure of 
the r.h. (bb. 1—4), the underlying harmonic progression of bb. 8-22 can be interpreted 
as A: ii (bb. 8-13)-n’ (VW ) (bb. 14-17)-V’ (bb. 18-21)-! (b. 22). Although the voice
Because o f the conciseness of the present approach, no supporting figures or examples will be 
employed.
See Baker 1986. However, it is worth mentioning that there are no scores of Scriabin in P.L..
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leading, especially after b. 13, obeys the tonal norms (apart fi'om the register shift of 
b. 18), there are aspects of the foreground that do not conform to this ‘conventional’ 
fi-amework: for example, the Mixolydian inflection (g )^ of b. lii and, especially, the 
emphasis on the unresolved eleventh in the E-rooted harmony of bb. 18-21.
The third movement ‘combines’ the monothematic structure and the motivic 
techniques of the binary movements of the Baroque suite with a ternary thematic (and 
harmonic) design and a mostly melody-accompaniment texture: A (bb. 1-15)-B (bb. 
16-56)-A (bb. 57-83)-coda (bb. 84-92). The harmony of each section is relatable to 
traditional procedures: section A is firamed by the initiating A/E and the E-rooted 
chord of b. 15, alluding to the traditional move to the dominant at the end of the first 
section in such forms; the scheme of the transposition of the opening melody in 
section B outlines a segment of the circle of fifths (C-F-Bb beginning in bb. 20i, 28i 
and 38i respectively), a characteristic aspect of traditional developmental sections; the 
way back to section A is effected through the emphasis on the ‘subdominant’ D minor 
triad by the l.h. of bb. 55-56. However, despite the mostly diatonic context that 
prompt the audibility of these references, all of them are variously ‘distorted’: the 
overall move in section A because of the lack of triadic harmony and especially by the 
fact that in the last E-rooted chord the a is not ‘resolved’ to the third of the chord; the 
circle of fifths in section B does not accrue to a direction towards a harmonic goal 
related to the centric A area (while the tritonal motion to E/B in bb. 41-42 sounds 
particularly ‘odd’ after the foregoing circle of fifths); finally, the ‘subdominant’ d in 
bb. 55-56 is blurred by non-triadic notes.
The following discussion, which is aimed as a starting point for a future wider 
consideration of the ‘neoclassic’ elements in Papaioannou’s music, will interpret one 
of the aspects of the third movement, under ideas developed in theoretical approaches 
of elements of the past in twentieth-centuiy music. Straus’s approach is based on 
Harold Bloom’s theory of ‘Anxiety of poetic influence’ and on the seminal hypothesis 
that the musical works are not self-contained but ‘relational events’ (Straus 1990b: 
18). Straus’s theoretical model is founded on ‘strategies’ used by the composers in the 
first part of the twentieth century in order to reinterpret and remake the past. With 
regard to Papaioannou’s Suite, as discussed earlier, the use of the circle of fifths as the 
transpositional platform of the theme in the middle section of the third movement is
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rather an image of past tonal practices within the reinterpretation of a binaiy-temary 
design than a functional and indispensable part of a consistent overall tonal argument. 
Thus it can be deemed to involve the strategy of neutralization, according to which 
‘traditional musical elements...are stripped of their customary function’ (Straus 
1990b: 17). If the segment of the circle of fifths is reduced to a pc set it can be shown 
to relate to the head motive of the theme (e^-d^-a^), since both can be reduced to a 3-7 
set. The head motive is one of the non-tonal elements of the foreground since in most 
cases it does not follow the functional norms of tonal voice leading. In this respect, 
the characteristic reference to tonal practices can be understood to connect with the 
non-tonal element of the surface. Depending on the angle of interpretation this 
connection can be seen either as an aspect of assimilation of the ‘old’ by the ‘new’, or 
as a further agent of dislocation between these two aspects of structure. In any case, it 
can be understood as a ‘deliberate dramatization of historical passage, bringing the 
present into relation with a specific past and making the distance between them 
meaningful’ (Hyde 1996: 205). In other words, as argued by Christopher Mark (1999: 
95), ‘the essential point of incorporating elements of the musical past is to emphasize 
the modernity of the final result’. It was possibly Papaioannou’s belief in the 
modernity of the overall result of the Suite that motivated him to select this work for 
public performance during his stay abroad.^^
The fourth movement of the Suite outlines a rondo design: A (bb. 1-28), B (bb. 29- 
51), A (bb. 52-75), C (bb. 76-104), A (bb. 105-128) and coda (bb. 129-141). The 
reiteration of A/E at the bottom of the texture in bb. 1-17 asserts the priority of this 
dyad; this aspect together with the e^-a\ the only leap at the beginning of the r.h. 
melody (bb. 1 and 2), prompt one to perceive the melody as drawing on segments of 
different modal collections on A. In any case, the l.h. chords enhance the sense of 
ambiguity by using almost consistently the black-note pentatonic collection up to b. 
18 (the only exceptions are the gs in bb. 6ii, 7ii, 15ii and 16ii).^  ^ As in the first
It was performed by Rita Bouboulidi in the Conservatoire of Geneva on 9 May 1950 (see P. A., Box 
2, file ‘Concert Programmes 1941-1950’).
It is worth mentioning that the observation that the l.h. draws mainly on the black-note pentatonic 
does not provide an ‘audible’ analytical reading. However, apart from emphasizing the conflicting 
elements of the structure, this observation indicates the possible ‘kinaesthetic’ source o f this passage; 
Papaioannou’s piano music of these years contains some passages that might be given a similar 
explanation, such as the alternation o f white-note/black-note dyads in b. 8i of the Imaginary Dance and 
in bb. 49-52 of The Fairy.
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movement, the harmony acquires a more directional quality and fimctional outlook at 
points of formal articulation: the dominant seventh on D harmonies of bb. 22 and 24ii 
can in retrospect be understood as preparing the G-based harmony of bb. 25-26; 
moreover, the harmony of bb. 25-28 can be interpreted as leading to the F# of section 
B if the underlying harmonic motion is construed as F#: II Neapolitan (bb. 25-26, the 
notes that do not belong to the G major triad are interpreted as passing notes)-V 
dominant seventh in first inversion with lowered fifth (bb. 27-28)-I (b. 29i). 
Similarly, the harmony of bb. 49-51 has a directional quality towards the 
reappearance of A/E: most of the constituents of the gestures of bb. 49ii-50i and 51 
are semitonally related, while the last one can be deemed a form of the dominant of 
the ensuing A. However, the upbeat quality of this gesture is more likely to be aurally 
perceived in its second appearance for the same purpose (in bb. 103-104) linking 
again to the refrain. Regarding the large-scale form, this is delineated by changes in 
focal notes: section B emphasizes F# and D# (the roots of the ‘black-note’ triads that 
conflict the centricity of A at the very opening of the piece, in bb. lii, 2ii and 3ii), 
while in section C, after an ambiguous beginning, emphasis is given to D (by the 
phrase starting in b. 82 and its varied repeat beginning in b. 90).
Corsair Dances (AKI 109,1950 or 1952)
For the Corsair Dances, there is a discrepancy between the chronologies of 
composition and first performance as found in the Catalogue and those derived from 
my research in the Papaioannou Archive. An additional aspect of discrepancy is more 
important with regard to the understanding of many aspects of this work: the editors 
of the Catalogue, possibly based on a programme note by Papaioannou for a later 
performance of the piece,^^ state that the version for piano solo was written first in 
1950, before the ballet Pirates (catalogued as AKI 109c, the third version of the work) 
which was ‘possibly based on some dances composed before the Corsair Dances'’ 
(Moschos/Xanthoudakis/Deniosos 1999: 39). However, the only extant manuscript of 
a version for piano (with notes on orchestration) carries the date 30.1.1952 as date of 
completion, presumably being the first version of the music of the ballet Pirates, since
See the only extant programme note on Corsair Dances, in which Papaioannou refers to many 
performances of the work in Greece and abroad (P.A., File ‘Analytical notes’).
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the ten movements are titled according to Papaioannou’s notes on the scenario of the 
ballet with regard to its division in tableaux: I. Corsair Dance, Intermezzo, n. Dance 
o f the Principal Fairy, lU. Fire Dance, IV. Dance o f the Principal Pirate and the Fire 
(Duo), V. General Dance: Fire, Principal Pirate, Flames and Pirates, VI. Solo Dance 
o f the Principal Fairy, VU. Duo o f the Principal Fairy and the Principal Pirate 
[Scena d'amore], Vm. Trio (Fight), IX. General Dance: Principal Fairy, Fire, 
Principal Pirate, Fairies, Flames, Pirates, and X. Final Tahleau.^^ Moreover, the 
earliest extant programme for a performance of the piano version entitled Suite for 
Piano (Corsair Dances) in the Papaioannou Archive seems to be that of the first 
performance of the work (on 17 February 1953 by Maria Frantzescou in a concert 
organized by The United States Information Service in Athens) including reference to 
1952 as the date of composition.^^ In this programme there is no reference to the 
movements presented; in addition, in the Papaioannou Archive there is not an extant 
manuscript of the final piano version of the Suite. However, Papaioannou’s notes on 
the above-mentioned manuscript regarding the movements to be incorporated in the 
Suite suggest that the Suite for piano comprised—similarly to the Suite for orchestra 
of 1952—^^some of the movements of the ballet music, which were published in 1983 
as Corsair Dances, Suite for Piano (the movements from the first version included in 
the published version are: I, the Intermezzo of I numbered as II in the published 
version, m, IV, V, VII and VIII).^  ^It is worth noting that in both versions of the Suite 
the initial titles of the movements have been removed (possibly since the story 
suggested would be incomplete because of the omitted movements); however, many 
characteristic expression marks seem to imply correspondences with the scenic action, 
as for example: con fuoco in (originally the Fire Dance), amoroso, con tenerezza 
and con amore in VI  ^ (the Scena d ’amore in VH of the ballet), belicoso and feroce in 
Vn^ (originally the scene of the Fight in VDI). As demonstrated in the analysis below, 
most aspects of the thematic and harmonic structure of each movement can be 
interpreted as initially being intended to depict aspects of the dramatic action of the 
ballet, although they are also representative of characteristic strategies of 
Papaioannou’s multi-movement works of the same period.
The annotated scenario and separate short notes on die tableaux are kept in P.A., File 12. It is worth 
noting that it is unlikely that the date inscribed on this manuscript is the date o f a copy, since 
Papaioannou used to reproduce the dates o f initial completion in all later copies of his works.
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See P.A., Box 3, file ‘Concert Programmes 1951-1960’.
The mmiuscript of the orchestral version carries the inscription ‘Athens 1952’ (P.A., File 12). 
Reference to the movements o f the published version will be made as etc.
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In any case, in terms of chronology the Corsair Dances properly belong to the next 
chapter. The reason they are discussed in the present chapter is for the sake of 
consistency: the focus of the next chapter is on Papaioannou’s twelve-note piano 
works, while the Corsair Dances can be perceived as ‘tonal’, at least in the wider 
sense that in most movements an unambiguous priority is given to a pc, a priority 
which is often enhanced by modal diatonic clarity and in some cases by underpinning 
triadic texture. Considering the almost total absence of fifth cadential and background 
harmonic progressions, of modal cadences and of semitonal, goal-directed voice- 
leading motions, pc priority is asserted by the wide use of ostinato figures in the low 
register. In addition, two elements act corroboratively to aid the perception of a single 
centric note for each movement: first, the opening ostinati are frequently firmly based 
on metrically emphasized open fifths (as in I^  and m^) and octaves (as in and Vn^) 
or they outline a linear fifth motion (as in VI^); and second, in most cases the opening 
ostinati recur also at the end of each movement on the same pc level.
The use of the ostinato as the main constructive principle in most of the movements of 
the Pirates can be initially deemed Papaioannou’s response to the ‘barbaric’ theme, 
like the exploration of the percussive potentialities of the piano (both these aspects are 
unprecedented—to this extent—in his music). However, the wide use of the ostinato 
device also in Winter (AKI 113a, 1951), the work for ballet that was first performed 
on the same day as Pirates in 1952, can be understood as representing Papaioannou’s 
wider rethinking of his music for ballet in comparison with his previous works for the 
genre of 1945.^  ^ As with the broader and significant changes in his music of these 
years (of which an important aspect is the experimentation with the twelve-note 
technique) the motivation of this rethinking can be traced in the experiences and the 
information (in terms of books and scores) that Papaioannou acquired in Paris during 
his stay there in 1949-1950.
More specifically, in Corsair Dances it is the influence of Stravinsky’s music for 
ballet that can be recognized also in aspects beyond the use of the ostinato principle; 
while in terms of rhythm the absence of metric dislocation of the ostinati alludes to
^ Both works were first performed on 27 May 1952 in the Theatre Rex by the School o f Dance of 
Maiy Vryakou (see the programme in P.A., Box 4, file ‘Concert Programmes 1951-1960’).
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the rhythmic structure of the pre-RzYe o f Spring ballets, the aspects of harmony that 
provide a characteristic Stravinskian sound can be summarized as follows: the 
superimposition of chromatically complementary structures (such as the pentatonic 
collections in bb. 22-28 of and particularly the major seventh superimposition of 
modal collections centring on B and Bb in bb. 33-36 of m^); the ‘minor/major’ 
trichord 3-3 [0,1,4] (Vn^ ends with this trichord which is also a subset of the 
tetrachord 4-3(12) [0,1,3,4] that is widely used especially in in \  such as in bb. 6iii- 
8/r.h.); and finally, the fi*equent appearance of the tetrachord 4-16 [0,1,5,7] in ostinato 
figures throughout the work (in bb. 15-32, 50-54 and 71-89 of in \  bb. 25-32 and 
57-64 of and bb. 13-15, 19-24, 37-39 and 43—48 of VII^)—as demonstrated by 
Forte (1978: 31) the tetrachord 4-16 is important in the overall harmonic structure of 
The Rite o f Spring, being also the concluding harmony of the work.
It is quite probable that Papaioannou had been familiar before 1949 with Stravinsky’s 
music for ballet; however, the purchase in 1949-1950 of the miniature scores of The 
Rite o f Spring and Petrushka and of two books on Stravinsky that carry signs of 
meticulous reading (Alexandre Tansman’s Igor Stravinsky, and Igor Markevitch’s Le 
Sacre du printemps), as well as his apparent attendance at a performance of The 
Soldier's Tale on 13 February 1950 in Paris Conservatoire might have motivated a 
more in-depth engagement with this music.^^
Seen fi'om a wider perspective, Papaioannou’s turn to characteristic aspects of 
Stravinsky’s music for ballet (particularly the ostinato principle) might be understood 
similarly to his gradual adoption of the twelve-note technique after 1950; as the 
expression of ideas that stimulated the wider advent of ‘modem’ musical idioms 
within the post-1950 Greek musical context, and particularly of the idea of the need 
for synchronization of the Greek music.^ This interpretation is based on the premise 
that Stravinsky’s music for ballet was perceived by Papaioannou as the latest stage in 
the historical development of music for ballet; however, the fact that this perception is 
not documented in Papaioannou’s words enhances the hypothetical nature of this
^ As documented by the receipts kept in P.A., Box ‘Biography C’, file ‘UNESCO’, the miniature 
scores and the books (now kept in P.L.) were bought early in his stay in Paris; the same Box includes 
die flyer for the cycle of concerts among which The Soldier’s Tale was presented.
^ This idea that is only schematically discussed here is developed in more detail in the first section o f  
the next chapter.
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interpretation.
Moreover, because of the meagre extant documents of Papaioannou’s collaboration 
with the choreographer Vryakou, the extent to which the aesthetic orientation of the 
music of Pirates and Winter was the fruit of this collaboration cannot be tested. 
However, a first hint at the context of the presentation of these works was given in a 
discussion that I had with Maro Nomikou, a former pupil of Vryakou who 
participated in the first performance of Winter, she underlined the amateur character 
of Vryakou’s performances not in a pejorative tone but in the sense that they 
functioned mainly as student shows presenting the pupils of her school of dance (it is 
characteristic that, according to Nomikou, there was no sceneiy in these 
performances).^^
The most interesting aspect of the Corsair Dances is that they can be heard as 
outlining two opposing forces: the sense of non-progressiveness which is produced by 
the ostinati and the consequent static harmonic structure that lacks any directional 
quality is counteracted by a sense of large-scale continuity and coherence created less 
by the motivic evolution in the melodic lines within some movements, and more by 
the intricate grid of cross-references between the movements. Moreover, this grid 
outlines a process of increasing recycling of material from previous movements; in 
other words, there is a gradual accumulation of references to previous movements 
throughout the piece and it is especially interesting that this process is not enhanced 
by a ‘physical’ accumulation of tension through increasing textural density. The focus 
of the subsequent commentary will be on these two conflicting aspects of structure, 
their possible initial association with the scenic action of the ballet, and on aspects of 
harmony and how they might also be interpreted as intending to suggest elements of 
the scenario.
In the movements which are mainly based on ostinati, the sense of fragmentation or 
‘sectionalization’ (a term used by Straus 2001: 81 in order to describe Stravinsky’s 
music which is ‘built up from discrete static blocks’)^  ^ is often reinforced by aspects
My conversation with Maro Nomikou was held on 1 June 2005.
^ See footnote 1 o f Chapter Three o f Straus 2001 for a comprehensive summary of the discussions o f  
the issue of ‘sectionalization’ in the literature on Stravinsky.
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other than harmony. In I^  and IV  ^ the change of the ostinato is delineated by changes 
in register (in bb. 22-28 of I^  and in IV  ^in bb. 26Ü-33 and in the reappearances of the 
same ostinato throughout the movement). In the first change in the harmony of the 
ostinato in bb. 9-10 is underlined by a change of tempo, an aspect that also delineates 
the larger-scale form by the abrupt change to Poco meno mosso in the middle formal 
section (bb. 33-59). Moreover, in the same movement the sense that the overall form 
outlines the juxtaposition of distinct formal blocks is reinforced by the fact that the 
large-scale changes in the ostinati are emphasized by changes in their rhythmic 
structure, as demonstrated in Ex. 3.12.
Thus some of the formal designs of the Corsair Dances can be described in terms 
used in the literature on Stravinsky such as mosaic form, juxtaposition, repetition and 
recombination.^^ Movement IV  ^provides a characteristic example. As shown in Fig. 
3.4, four formal patterns (a, b, c, and d) which are differentiated through changes in pc 
structure, texture, register, rhythm or a combination of these aspects make their first 
appearance before b. 39; thereafter they are ‘shuffled’ and juxtaposed in new 
combinations in their initial or slightly varied forms.^^
In IV  ^up to b. 26i, despite the mostly diatonic context of the formal patterns and the 
‘dominant seventh’ outlook of the first ostinato in the l.h. of bb. 4-9, the passage does 
not cohere in traditional tonal terms. The sense of continuity is mainly the result of 
motivic manipulation in the upper voice, particularly of the varied repetition of the 
opening motive of bb. 4-5 in bb. 10-11, 14-15 and 24-25. The relationship of these 
motives is enhanced by the fact that the first, repeated, note (bflat^) of the opening 
motive remains invariant in the subsequent motivic variation.
More generally, the reconsideration of motives of fixed pitches within new harmonic 
environments is a characteristic aspect of the motivic treatment in many movements 
of the piece. Another representative example is given by bb. 9-15 of IIl\ The motive 
eb^-d^-d^-db^-db^-c^-c^-db  ^which is heard in b. 9 within Bb harmony is reconsidered
See, for example, van den Toom 1983: 61-63.
^ It is worth mentioning that this formal structure alludes to a ‘cut-and-paste’ compositional process; 
in the extant manuscript material this process is documented only with regard to the final selection of 
the Intermezzo (n^) for the Suite Corsair Dances, since it was extracted fi'om a larger movement o f the 
Pirates.
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in b. 13 (two octaves higher) now within D harmony: thus in the first place it can be 
perceived as a chromatic neighbouring motion around the third of the Bb minor triad, 
while in the second as a motion around D, the focal note of the section. The grazioso 
ironico of b. 15 seems to be intended to be reflected through the reconsideration of the 
notes of the previous motive which are now heard in new order and, more 
importantly, within a dissonant context that thwarts their previous association with 
triadic voice leading.
Considering again IV \ the shuffling and recombination of the formal patterns in bb. 
40ff does not establish an inner logic nor does it seem to relate to the temporal 
ordering of these patterns in their first appearance, thus questioning the very 
importance of this ordering. However, on a larger formal perspective the position of 
IV  ^within the succession of movements seems to count since with this movement 
starts an overall accumulative process regarding the references to material derived 
fi'om previous movements. This process corresponds to the gradual increase in the 
number of protagonists on stage towards the end of the two halves of the ballet:^^ the 
first half ends with movement V, the first General Dance comprising two of the 
protagonists of the first half (the Principal Pirate and the Fire); the second half starts 
with the solo dance of the Principal Faiiy, while each following tableau brings one of 
the other two protagonists on stage until the last General Dance in the penultimate 
tableau (IX) in which all the participants of the ballet are on stage.
Although there is a strong sense of leitmotivic technique in the association of 
particular material with the protagonists, one could not literally speak of specific 
motives that ‘provide the principal, ‘leading’ thematic premises’ of the overall formal 
design (Whittall 2001b). The fihst three tableaux of the ballet in which the three 
protagonists are successively presented act as the large source of most of the material 
for the rest of the work; being initially associated with one of the three protagonists 
(the Principal Pirate, the Principal Fairy and the Fire), sections or just firagments of 
this material are later repeated, varied and/or combined in order to suggest new scenic 
situations. Moreover, some of the melodic material of II and HI (01 )^ may be regarded 
as being derived fi'om melodic fi'agments of I (I )^: the pentatonic melodic fi-agment of
The division of the ballet in these two halves is demonstrated in an extant note in Papaioannou’s 
hand in P.A., File 12.
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b. liii-iv of n  (d^-c^-bflaf-g^-f) from the pitch identical melodic line of I (I )^ in bb. 
23-24, the Bbi-Cb-Bbi-Fi-Bbi motion of bb. 5ii-6i of II from the opening ostinato of 
I, the stepwise descending third in the melodic line of bb. 4ii-iii of HI from the upper 
voice of b. 23 of I and the chromatic descent of b. 9 of III from bb. 15ii-17i of I. 
Although there is not a transformational process that holds for the derivation of all the 
new material, Ex. 3.13 demonstrates how the opening ostinato of I is transformed by 
the combination of the rhythmic fragments of the opening melody of II (designated x 
and y) with the melodic fragment of the ostinato of I (designated a). The relationship 
of tableaux II and HI to I might also be considered as being linked to the scenario, 
since, according to this, tableaux II to DC take place in Corsairs’ dream; thus the 
Water Fairy (as described in the scenario) of tableau II and the Fire of tableau HI 
seem to represent the two facets of the Corsairs’ personae (the one related to their love 
for the sea and the other to their violent side).
In most cases the correspondence of the recurrence of previously heard material (in its 
initial or slightly varied form) with scenic action is readily audible. The following 
account summarizes diachronically these aurally recognizable correspondences and 
also the less evident ones.
The reappearance of the Pirate on stage in IV (IV^) is musically suggested by the 
slight variation of the initiating ascending melodic figure of I (bb. 5ii-6) in bb. 31i- 
32ii of IV, while the opening repeated harmony of IV might be construed as inverting 
the harmonies of the two hands of b. 6 of I (if the upper part of the latter is understood 
as outlining a ‘dominant seventh’ triad on Db). In V (V^), as listed in Fig. 3.5, the 
melodic material almost in its totality derives from tableaux I, m  and IV implying the 
dance of the Pirate and the Fire. The second dance of the Principal Fairy (VI) 
reiterates material previously heard in her first dance (II): the immediate source of bb. 
8-10 is bb. 52-54Ü of II, and bb. 25-29 are a variation of bb. 61-64 of II. In VII 
(VT^ ), the duo of the Fairy and the Pirate, in bb. 17-21 the r.h. repeats almost exactly 
bb. 6-13 of I, while the association with material from the tableaux of the Fairy is 
much less overt: first, in terms of collection of notes the source of the only ostinato of 
Vn (VI^) might be identified in the opening harmony of II (which includes pcs Eb, F 
and Bb); second, the amoroso between the Pirate and the Fairy in b. 12 seems to be 
intended to be depicted by the participation of the r.h. ascending gesture, which is
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reminiscent of the opening of the melody in the dance of the Pirate (I, bb. 5ii-6), 
within a superimposition of Bb-centred and D-centred material, a characteristic and 
recurring superimposition in passages in the tableaux associated with the Fairy (II: bb. 
52-53, VI: bb. 8-9). (Although this event is short, it is highlighted by the pochiss. 
rit.). The Fire and the Flames are reintroduced on stage four bars before Vnt (VH^) by 
the recurrence of bb. 3 and 18-19 of m  (Ht^) slightly varied. As charted in Fig. 3.6, 
much of the music in Vm (VH )^ draws on the juxtaposition of fragments that have 
been previously heard mainly in I and HI. A similar technique is used in DC for the 
opening melodic phrase: as demonstrated in Ex. 3.14, the first phrase superimposes 
and juxtaposes fragments from H, HI (m^) and IV (IV^). The second section of DC 
(bb. 22-41) develops a phrase that superimposes the rhythm of the opening of the 
work (I: bb. 1—4) upon a juxtaposition of a compressed form of the opening melodic 
motive of bb. 4-5i of IV in bb. 22 and 23 and the diminished variation of the r.h. of 
bb. 8-9 of rv  in b. 2A—although the melodic fragments are not leitmotifs, in this 
tableau the use of melodic fragments from all first four tableaux seems to correspond 
to the General Dance on stage. Finally, in the last tableau the quite obvious repeat of 
material from the penultimate tableau needs no further commentary.
The consideration of stage action, in addition to contributing to our understanding of 
the complicated net of cross-references between the ten tableaux, might also enhance 
our understanding of aspects of harmony and tonal priority. For example, the entrance 
of the fairies on stage in (IV) coincides with the bimodal clash of B- and Bb- 
centred diatonic contexts in bb. 33ff (underlined by the emphasis on the fifths of B 
and Bb). Thus, taking into account that only the Principal Faiiy was on stage before, 
the clearly audible bimodality of the passage might be interpreted as a musical 
depiction of the entrance of many fairies on stage. In a wider perspective, in terms of 
harmony and tonal centricity the tableaux related to the Faiiy (II and VI) differ from 
those related to the Pirate and the Fire. Triadic harmony, often uncontaminated and 
sometimes traditionally directional on a local scale, characterizes many passages of 
tableaux II and VI, and as implied by the marking con tenerezza in b. 9 of H, triadic 
harmony is possibly intended as a means of drawing a tender image of the Fairy. 
Despite the local functional outlook of the harmony,^® in both tableaux different triads
The passage of bb. 8iv-12i of II is a characteristic example of locally directional harmony entailing 
‘applied dominants’.
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are given prominence at the beginning and at the end. In II, the Bb-rooted minor and 
major triads are given priority at the beginning and G major at the end and in VI D 
major at the opening and G major at the end. In both of them pc prominence is 
established with ways that have already been encountered in previous analyses and 
thus a detailed consideration of this aspect will not be pursued. The fluidity in terms 
of tonal centre might be construed as a metaphor of the liquid nature of the Fairy.
On the other hand, in all the tableaux that are associated with the Pirate and the Fire, 
the same tonal centre is asserted at the opening and reasserted at the end. However, 
because of the absence of cadential motions, the sense of stability is created mainly by 
the quality of the harmonies of the ostinati and their relative diatonic clarity (often 
also in the upper voice) at the opening and at the end, rather than from harmonic 
motion. Thus, the sense of stability is the result of the octaves, open fifths or triadic 
harmonies of the opening and concluding ostinati in most tableaux, as summarized 
above (page 107), while the moves away are to less stable non-triadic ostinati or 
bimodal areas, as in lit (HI )^. Tableaux I and IV (TV^ ) demonstrate ways in which the 
sense of stability is enhanced near the end since the focal pitches are given further 
emphasis. More specifically, in I Bb’s priority is questioned mainly in bb. 22-28 by 
the first change of the ostinato and also by the semitonal friction of the superimposed 
pentatonic collections. The return of a similar texture in bb. 78-82 works towards the 
stabilization of the overall priority of Bb. Now the ostinato remains centred on Bb and 
the upper and lower parts are in less conflicting terms: the upper part can be heard as 
embellishing the d -^a -^d  ^sonority, which together with the bfiat^-f^-bflat^ harmony of 
the l.h. creates a Bb major seventh triad (the repetition of d  ^enhances the triadic sense 
of the passage). In IV, the final emphasis on the upper component of the opening 
harmony of the Allegro risoluto (pcs Bb-Cb-F) is announced by the change of the 
lower component to cb^-eb^-:f-bflat^ in what emerges as the final repeat of the 
opening phrase in bb. 86-92i.
The return to the opening pc level as an overall harmonic strategy is also discerned on 
a larger scale, regarding the tonal centres of the ten tableaux throughout Pirates. As 
summarized in Fig. 3.7, Bb reappears as the tonal centre in the penultimate and final 
tableaux. In IX, in addition to the emphasis on Bbi and F in the opening ostinato (bb. 
1-6) and the Bb: V (thirteenth, minor ninth, minor seventh, flattened fifth)-I motion in
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bb. 3ii-4i, Bb acquires further support in tonal terms by the transposition of the 
opening ostinato a perfect fifth higher in bb. 7-16; moreover, there is an elevated 
sense of tonal stability in the subsequent return to Bb in bb. 17ff, because of the 
diatonic clarification of both voices within the Bb major collection in bb. ISiiff. 
Within this context, the Fi of b. 21 raises expectations, which however are not 
fulfilled until the reassertion of Bb at the veiy end of the tableau (b. 4lii). This Bb- 
rooted final sonority is sustained into the final tableau in which it is consolidated as 
the tonal centre by the return of the ostinato of DC and its repetition throughout on Bb 
level.
The questioning of the aural perceptibility of such harmonic ‘strategies’ that entail the 
return to the opening pitch level raises an issue similar to that concerning the 
perceptibility of pitch identical notes at points of formal articulation within twelve- 
note contexts. Since this is a salient characteristic of Papaioannou’s twelve-note piano 
works, the issue is discussed in the next chapter and thus it will not be touched upon 
here. However, Papaioannou’s selection of the movements for the suite version of 
Corsair Dances for piano (or orchestra) might be understood as an aspect of self­
critique with regard to the aural validity of these strategies. The main criterion behind 
the final selection seems to be not the return to the opening Bb pitch level (the last 
movement in the suite version, V n \ emphasizes D) but the ensuring of cross- 
referencing between movements: thus the movements which constitute the suite are 
mainly those that are interrelated through motivic material that in the music for ballet 
is associated with the Pirate and the Fire.
Because of the absence of titles in the suite, the relationships between the tableaux of 
the ballet Pirates and the movements of the Suite Corsair Dances s iq  perceived 
differently, but are both characteristic of ideas central to Papaioannou’s previous 
music. In Pirates the personification of material alludes to the romantic attitude of 
giving a representational role to themes as is particularly demonstrated in the 
Symphonic Legend Vassilis Arvanitis of 1945,^  ^while the interrelationships between 
movements relate to Papaioannou’s predilection for ‘cyclic’ forms even fi'om his first 
attempt at multi-movement forms, as in the Humoristic Suite. The most striking and
As demonstrated in Papaioannou’s own thematic analysis kept in P.A., File 8.
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new feature of the motivic technique as is experienced in both versions of the 
analysed work is that in opposition to his previous output, here the cross-references 
are not used thematically. Only rarely is a melodic fragment subjected to elaboration. 
As demonstrated in the previous analysis, the melodic fragments are mainly treated 
like the formal patterns of tableau IV, in a ‘quasi-cubist’ way. Particularly after 
tableau IV, the melodic material draws mainly on previously heard melodic fragments 
which are treated as ‘objets sonores’, since they are juxtaposed or superimposed in 
new combinations (often on their initial pitch level). Despite the fact that in terms of 
technique this practice alludes to Stravinsky’s non-developmental, reiterative formal 
textures, here this technique seems also to serve, in an admittedly abstract sense, the 
Schoenbergian notion of overall motivic unity, which is reflected in Papaioannou’s 
gradual use of twelve-note series mainly as a thematic source in other works of this 
period, as demonstrated in the next chapter.
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CHAPTER FOUR
1949-1960: The Twelve-Note Piano Works
The focus of the present chapter is on the use of the twelve-note method by 
Papaioannou in his three works for piano solo, whose composition initiated a period 
in which he concentrated on a systematic exploitation of the method as the main 
constructive basis of his music. These works, the 12 Inventions and Toccata (AKI 
131, 1958), the Sonata (AKI 132, 1958), and the Suite (AKI 138, 1959), were written 
within two years—the first two consecutively—and after a five-year break of vrnting 
for the piano. Thus, Papaioannou’s return to the piano coincides with a sense of 
experimentation, as ten years earlier.
Papaioannou’s post-1950 occupation with the twelve-note technique is part of a wider 
advent of modernist idioms in Greece during this period. His public statements of 
these years expound notions that were central to the ideas behind this advent. A wider 
account of these notions and a discussion of the conflicting atmosphere in the public 
discussions on music in Greece are pursued in the next section, drawing on various 
contemporary texts such as critiques, discussions and interviews published in the 
press, and the growing literature on Skalkottas.
Given the permanent presence of twelve-note elements in Papaioannou’s post-1950 
music, until his veiy last, unfinished work—the Klavierkonzert (AKI 223), and 
considering also the fact that no previous account exists of this aspect, an overview of 
the gradual assimilation of the technique in his compositional practice is provided, in 
order to contextualize the three piano works in what can be perceived as his most 
crucial change of compositional orientation.
In discussing the possible stimuli that shaped this change, reference will be made to 
the musical experiences that Papaioannou acquired during his stay abroad in 1949- 
1950. More specifically the twelve-note technique of the three piano works is 
understood as a combination of characteristic aspects of the technique as exercised by
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Schoenberg, Berg and Webern (which Papaioannou learnt through the literature he 
acquired in 1949-1950), but also as showing points of continuity with his previous 
music. The focus of the main analytical section of the chapter is on how form is 
articulated by twelve-note means and also by other parameters such as rhythm, 
texture, register and pc priority. Finally, a more detailed discussion is pursued in 
considering the reinterpretation of sonata form in three movements of these works.
Issues of musical modernism in Greece as reflected in contemporary texts
The term ‘modem’ is used here to denote the compositional idioms perceived as such 
by Greek composers and critics in post-World War II Greece—the terms 
‘contemporary’ and ‘new’ were used interchangeably- This embraced music that 
centred on the questioning or total negation of tonality and emulated models of the 
modernist musical movements that emerged in the first quarter of the twentieth 
century. Although the historiography of Greek music in its entirety records musical 
modernism as the distinctive characteristic of the third facet of recent Greek history of 
‘art’ music, which was gradually stabilized as prominent after World War n, this issue 
has not yet been assessed beyond the reference to the modernist stylistic features in 
the music of specific composers.^ An exhaustive discussion of the issue is beyond the 
scope of the present study. What follows is a first discussion of the central themes and 
notions pertinent to the advent of musical modernism in Greece, as they are 
expounded or suggested by texts of the period. These texts palpably reflect the notions 
behind the conflicting dynamics between the emergent new orientation of Greek 
music and the until-then prominent nationalist ideas in music in Greece. A short 
historical survey of the political conditions of the period provides a wider context; in 
addition, a short consideration of the advent of modernist idioms in the fine arts points 
to common notions behind the reconsideration of cultural issues in Greece during this 
period, and essentially opens the field for future research.
The following two were the most important characteristics of the political conditions 
of the period: a much more stable political climate (in comparison with that of the
* See, for example, the historical accounts by Romanou (2000) and Leotsakos (2001a).
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previous decades), and the economic reconstruction and ‘modernization’ of the Greek 
state along Western models? Both these aspects were the outcomes of the final defeat 
of the communists, which marked the end of the civil war in January 1949, and also of 
the fact that the United States became the ‘patron’ of the Greek state, supplying 
military and economic assistance and thus exercising control over ‘virtually every 
aspect of Greek government policy’ (Legg/Roberts 1997: 62). An aspect of this 
interventionism—a situation initiated with the announcement by the United States in 
March 1947 of the Truman Doctrine, with which they succeeded Great Britain in the 
role of protector of Greece, and aimed at preventing her firom passing under Soviet 
control—was the public threat by the American ambassador in 1952 to reduce the 
financial aim unless the electoral system was changed fi'om proportional to majority 
(Woodhouse 1984: 258, Clogg 1992: 147, Svoronos 1994: 143). The change, ‘duly 
made in time for the elections of November 1952’ (Clogg 1992: 147), ended the post- 
civil-war political instability (a consequence of a rapid succession of coalition 
governments).^ Headed by only two prime ministers (Marshal Papagos, the 
commander-in-chief during the later stages of the civil war, and Konstantinos 
Karamanlis), the governments until 1963 were right wing. The election win of the 
Centre Union party of George Papandreou in 1963 initiated a short period of change 
in the political scene. This ended with a schism in the government party in 1965, 
which marked the beginning of a new period of political turmoil and uncertainty that 
created the conditions for the military dictatorship of 1967.
Despite the fact that a new constitution in 1952 ‘afforded ^arantees of basic political 
liberties, these were fi*equently negated in practice by emergency legislation 
introduced during the civil war’ (Clogg 1992: 147). The acute tensions underpinning 
the alleged political stability of the era are echoed in the conflicting ways in which 
this period is evaluated by historians, depending on their ideological bases. Thus, for 
example, C. M. Woodhouse draws an ideal picture, stating that: ‘After centuries of
 ^For the overview of the political history of the period I used the following sources: Woodhouse 1984: 
258-294, Clogg 1992: 144-161, Svoronos 1994: 143-150 and Legg /Roberts 1997: 4 7 -5 1 .1 also used 
some of the articles published in the proceedings o f the symposium 1949-1967, The Explosive Period 
o f Twenty Years, 10-12 November 2000, Society for the Study of the Neohellenic Culture and General 
Education (Founded by Moraitis School). There is given a comprehensive account of the main issues 
concerning different cultural, political and social aspects o f the period.
 ^ Prime ministers Nikolaos Plastiras, Constantine Tsaldaiis and Sophocles Venizelos headed these 
governments.
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separation, Greece had again become fully part of western civilization. Athens was no 
longer a remote Balkan capital but a major European city’ (Woodhouse 1984: 265). 
On the other hand Nikos Svoronos underlines the transformation of Greek economy to 
a ‘neo-colonial-type economy’"^ as a consequence of a policy ‘of unlimited 
dependence on abroad, in the service of a short-sighted oligarchy’, understating the 
‘quantitive successes in the economy’ in both the agricultural and industrial sectors 
(Svoronos 1994: 145-147).
Apart from the unequivocal economic growth, other aspects of the reconstruction 
process that Greece underwent during this period included rapid urbanization, greater 
emphasis on the industrial and service sectors and tourism, women’s right to vote (for 
the first time in the elections of 1956) and a wide rise in immigration (Clogg 1992: 
148-149). In addition, the harnessing of Greece in 1952 to the Western defense 
system (NATO) ensured her ‘secure’ position against the ‘new common other’ 
(communism),^ while her association with the European Economic Community in 
1961 “was perceived at once as a means of anchoring Greece even more firmly to the 
western alliance and of legitimizing her still somewhat uncertain European identity” 
(Clogg 1992: 154). Thus, Svoronos’s characterization of Greek economy as neo­
colonial might be elaborated to provide a reading of other social aspects as well,^ 
while the above quotation by Woodhouse (an American historian whose short histoiy 
of Modem Greece was first published in 1968) can be understood as reflecting a 
specific issue that such a reading should address: the ‘special attitude’ which the 
‘Western world’ had always had towards Greece ‘stemming from the classical 
heritage of the country appropriated by the enlightened West’ (Todorova 1997: 133).
Svoronos mentions this with reference to the 1953 drastic devaluation of currency. Clogg (1992: 148) 
evaluates the same event quite differently underlying that the devaluation ‘boosted private enterprise 
and ushered in a twenty-year period of remarkable monetaiy stability and economic growth’.
 ^ It is worth mentioning that Turkey was also admitted to the NATO alliance the same year, a sign o f  
the good relations between the two countries, which was a result of ‘shared perceptions of common 
external danger [communism]’ (Clogg 1992: 150). The notion of a ‘new common other’ for 
communism is expounded by Maria Todorova (1997: 133).
 ^Here the term is used with its recent association ‘less with the influence o f the former imperial powers 
than with the role of the new superpowers, especially the United States, whose colonial past, it has been 
argued, has been replaced by its own dominant neo-colonialist role in establishing a global capitalist 
economy’ (Ashcrofl/Griffiths/TifiSn 2000: 163).
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Representative of this attitude is the following extract from the prologue in the 
catalogue of the collective exhibition ‘Contemporary Greek Painters’, in 1961 in an 
Athenian gallery, by the member of the French Academy René Huyghe:
In no other praise are the French more sensitive than when their genius 
is characterized as Greek, or their cultivation is judged as a successor or 
heir of the Greek...Thus, the two edges of Europe recognize each other, 
sealing with their deep conformity the intentions of a part of the world 
which seems to have worked, more than any other, for the elevation of 
the man.
Contemporary Greek Painters 1961: vii
Near the end of this text Huyghe implies a theme that remained salient in the criticism 
in favour of the modernist tendencies in Greek arts in general, by stating that ‘there is 
not even one artist who could not easily have been included in the Paris line, the most 
indigenous in most cases’ {Contemporary Greek Painters 1961: vii). The same theme, 
geographically expanded, concludes the introduction of Eleni Vakalo, the curator of 
the exhibition: ‘Nowadays Greek art, in its confrontations in international exhibitions 
and artistic centres, takes its own position in the scale of modem art’ {Contemporary 
Greek Painters 1961: xiii). Before discussing this and other recurrent themes in music 
criticism, which were central to the conflicting views characterizing the perception 
and the reception of modem compositional idioms in Greece, another parallel with 
visual arts provides a first picture of the wider historical-cultural forces that motivated 
the advent of modem idioms in both cultural fields in Greece during this period.
As expounded by Martha-Elli Christofoglou, the emergent stylistic orientations in 
Greek visual arts of the period, one of which is ‘the clear-cut modernist current, 
glazing to Paris’ (Christofoglou 2002: 91), can be understood as a reaction to the 
long-lived ‘academism’, represented mainly by the artistic and educational work of 
the painters teaching in the only School of Fine Arts at that time in Greece, in Athens 
(Christofoglou 2002: 89-90). For Christofoglou (2002: 91) and other historians of 
Greek visual arts (for example, Adamopoulou 2001: 39), the main motivating force 
behind this reaction was the change in regard to the prior lack of information on 
recent artistic movements—this lack being the result of the adherence of the 
exponents of academism to the features of nineteenth-centuiy art, which they studied 
mainly in German academies. After the end of the civil war foreign cultural
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institutions played a critical role in this change. For example, many issues that would 
prove central in the subsequent public speculation on abstract art, such as its extreme 
and decadent character, were raised after the exhibition of modem French artists in 
the French Institute in Athens, in 1949 (Christofoglou 2002: 91).
Without aiming to draw exact parallels between the two arts with regard to the 
aesthetic and ideological discourses that shaped their change of orientation, the advent 
of modemist idioms in Greek post-1950 music can also be perceived as based on the 
overt reaction against the prior long-lived dominance of the perceived national school. 
In this respect, foreign cultural institutions and organizations also played a decisive 
role in various ways. First, they supplied a large number of scholarships for musical 
studies outside Greece (Romanou 2000: 168). Thus, for example, UNESCO 
sponsored Papaioannou in his stay in Paris and other European cities during the 
academic year 1949-1950, while Fulbright scholarships financially supported many 
Greek composers, such as George Sicilianos (1920-2005), to study in the United 
States.^ The acquaintance of these composers with the emergent avant-garde 
movements proved decisive for the shaping of their aesthetic orientations.^ The 
following extract fi'om a letter by the Greek composer Theodores Kariotakis (1903- 
1978) to Papaioannou during the latter’s stay in Paris in 1950 is representative of the 
sense that studying in the perceived cultural métropoles of the time would offer new, 
unknown experiences, in comparison with those provided within the Greek musical 
climate: ‘For what I envy you most, among other things,...is that you listen to 
contemporary music...which here in our place is excommunicated’.^
7 Sicilianos, a lifelong friend of Papaioannou, during the years 1955-1956 studied in Harvard 
University with Walter Piston, in Tanglewood Summer School and Festival with Boris Blacher and in 
Julliard School of Music with Vincent Persichetti (Symeonidou 1995: 376).
 ^Decisive, as well, can be deemed the fact that many Greek composers (such as Theodore Antoniou (b. 
1935), Nikos Mamagakis (b. 1929), George Aperghis (b. 1945) and Michalis Adamis (b. 1929)) 
attended the Darmstadt Summer Courses, the meeting place of the avant-garde in the 1950s and 1960s. 
(Information given in the respective biographies in Symeonidou 1995).
 ^ P.A., ‘Correspondence’, letter dated 23.3.1950. Although Papaioannou’s correspondence is not yet 
open to research, this letter is cited here because it was shown in the exhibition on Papaioannou’s life 
and music o f2004 and is cited in the catalogue (Chardas 2004: 152).
A hint of the opposite side of the coin, the perception o f studies abroad as potential ‘to corrupt’, is 
given in Kalomiris’s critique of 1955 of Mikis Theodorakis’s (b. 1925) First Symphony: after praising 
Theodorakis because his ‘song comes almost always from the melodic treasures of the Greek folk 
muse’ he prompts him ‘not to be influenced by the taints of the twelve-note or the Electroconcrete [sic] 
music, wMch certainly surround him in Paris, where he currently is’ (newspaper Ethnos, 18.11.1955, 
cited in Koutoulas 1998: 306).
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The situation implied by Kariotakis in 1950 gradually changed because of the support 
given to so-called contemporary music by the Greek sections of Western cultural 
institutions, especially The United States Information Service (inaugurated in 1952 
and renamed the Hellenic-American Union in 1957) and the Goethe Institute 
(particularly the Studio fur Neue Musik, founded by the German composer Gunther 
Becker and the musicologist John G. Papaioannou (1915-2000) in 1962) (Leotsakos 
2001a, Romanou 2000: 168). While the concerts of the former institution focused on 
music by American and Greek composers, the programme planning of the Studio fiir 
Neue Musik aimed at providing a panoramic view from the canon of modemist music 
of the beginning of the twentieth century to the various facets of recent Western and 
indigenous musical production.^® Both institutions also ran a variety of activities of a 
pedagogic character, such as lectures and workshops. Of symbolic significance for 
the aesthetic aims of the Süidio were the programmes of the very first concert and of 
that of the first exclusively devoted to Greek music. Including only music by 
Schoenberg, Berg and Webern, the inaugurating programme seems to pay homage to 
the Second Viennese school and to recognize, and also to promote, its exponents as 
the pioneers of modernism in music. Similar motivations seem to be behind the 
selection of the first programme of Greek music: Nikos Skalkottas and Yannis A. 
Papaioannou. As pointed out by the critic Fivos Anoyanakis, the choice of 
Papaioannou together with Skalkottas has to be perceived as ‘imposed by his [high] 
position as a composer and a teacher in the Greek musical family’ (Anoyanakis 
1963a).
With regard to the selection of Skalkottas, this is understood as a natural consequence 
of the status to which his personality and creative work were gradually elevated afi;er 
his death in 1949, a status he never enjoyed during his lifetime (Mantzourani 1999: 
26). Responsible for this posthumous re-discovery of Skalkottas was the (at first 
informal) Skalkottas Committee (founded in 1949), named in 1960 the ‘Society of 
Skalkottas’s Friends’, and particularly the musicologist J. G. Papaioannou (Leotsakos 
no date: 17, Leotsakos 2001a). As underlined by Mantzourani, in J. G. Papaioaimou’s
A detailed recording of the activities of the Studio from its inception up to 1971 is given in Stamos 
1971.
" The music critic and historian Leotsakos recalls that he first heard extracts from Berg’s Lulu and 
Wozzeck in one o f J. G. Papaioannou’s lectures in Hellenic-American Union, possibly in 1958 
(Leotsakos no date: 17).
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numerous writings and interviews Skalkottas is portrayed as the long-suffering, 
neglected genius, creating an image of the composer that sometimes suggests an 
analogy and is perhaps influenced by the equivalent mythology surrounding Mozart— 
particularly in terms of his abilities, such as his exceptional memory and ease of 
composing (Mantzourani 1999: 26). The following two attributes are the central 
ingredients of this image: the emphasis on the uncompromising attitude in his 
compositional decisions that led to artistic and personal isolation, with regard to the 
Greek cultural milieu within which he composed after his return to Greece in 1933, 
and the uniqueness of his compositional technique in its combination of an idiomatic 
twelve-note technique with a réévaluation of classical forms. Both are developed, for 
example, in J. G. Papaioannou’s contribution to the European Music in the Twentieth 
Century, ed. by Howard Hartog, first published in 1957 (J. G. Papaioannou 1961). 
The fact that, in the panoramic survey of European Music attempted in this edition, 
Greece is the only country that is represented by one composer is reflective of the 
rising status of Skalkottas as the emblematic figure of new music in Greece—or, 
better, of Greek music that is worth categorization under the label ‘twentieth-century 
music’—promoted especially by J. G. Papaioannou. During the same period public 
and composers alike became acquainted with Skalkottas’s atonal music which was 
performed inside and outside Greece, in its great majority for the first time.^^
The international acclaim and recognition of Skalkottas’s music—often recorded in 
the writings of J. G. Papaioannou in the form of remarks made personally to him by 
foreign commentators—^^contributed to the creation of an image that could be 
understood as a model by the early proponents of musical modernism in Greece. In an 
interview given in 1958 Yannis A. Papaioannou characteristically notes: ‘I feel 
particularly the need to emphasize that it is consoling for us Greeks that one of our 
composers of high calibre has been recently internationally recognized: Nikos 
Skalkottas’ (Karavia 1958). Thus, during the decades of 1950 and 1960, for many 
Greek composers Skalkottas was not merely a great composer: his music and his 
personality became symbols of artistic radicalism. More specifically, the following 
two aspects were perceived as expressions of modernist aesthetic and ideological
For example, Leotsakos (no date: 16) recalls his first hearing of Skalkottas’s music other than some 
of the ‘tonal’ 36 Greek Dances in the concerts given by the State Orchestra of Athens conducted by 
Walter Goehr in November 1952.
For such remarks see Mantzourani 1999:27.
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categories such as individualism and subjectivism, originality and commitment to the 
exploration of the new?"  ^the uncompromising side of his character, as reflected in his 
preoccupation with the evolution of his own compositional technique while being 
indifferent to the reception of his music, and his experimentation with new elements 
of musical construction (such as the simultaneous use of different series, an aspect 
greatly emphasized and developed in the writings of J. G. Papaioannou). As discussed 
later, these are central themes in Greek composers’ own sayings and in the music 
criticism of the period. However, the modemist paradigm as embodied in Skalkottas’s 
figure and music was not received without scepticism. The composer Mikis 
Theodorakis in a much-discussed interview of 1960—whose title mirrors the intense 
atmosphere of the Greek musical environment of this period: ‘War for the Greek 
Music’—discusses the coercion with which he asserts Skalkottas’s icon was imposed 
as the only alternative to the nationalist recent past of Greek music, as the only model 
for the route to the future: ‘For the moment, what we [the young Greek composers] 
have to confront is the ‘Skalkottas case’ as it is projected and exploited by the well- 
known ostentatious circle o f ‘fiiends’ of the dead composer’ (Pilichos 1960: 14).^^
In terms of its musical characteristics, the early phase of modernism in Greece— 
expressed in the music of the period under consideration by Sicilianos, Adamis and 
Dimitris Dragatakis (1914-2001)—is marked by the combination of experimentation 
with the twelve-note technique and the use of established formal outlines, parallel to 
that developed by Y. A. Papaioannou (Leotsakos 2001a), which will be dealt with in 
the analyses of this chapter. This combination can be considered from two angles: 
either as a direct reflection of a specific influence (Skalkottas, or the archetypal— 
possibly, also for Skalkottas himself—neoclassical, twelve-note works by 
Schoenberg, such as the Suite Op. 25 and the Third String Quartet Op. 30), or as a 
self-conscious blending of ‘raw materials’ derived from two distinct (and conflicting 
in their generic age) strands of modernism: the Second Viennese School and the
For a detailed exposition of these notions as being integral to the notion of modernism see Botstein 
2001.
This stereotype in Skalkottas’s perception has been recently questioned by Leotsakos, who interprets 
Skalkottas’s turn towards tonality in many o f his last works (such as the Classical Symphony in A of 
1947, and the ballet music The Sea of 1949) as reflective of his ‘profound, unjustified yearning for 
communication with the audience o f a Cronian native country’ (Leotsakos no date: 20).
Later on Theodorakis identifies this circle of fiiends with the musicologist J. G. Papaioannou 
(Pilichos 1960: 14).
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neoclassicism of Stravinsky and the French?^ The symbiosis of these materials 
denotes erosion of the opposing ideological implications that characterized their 
inception. This erosion can be understood in the light of their being cultural 
borrowings which were made with distance in time and space from their initial 
formation, and thus with little sense of the problems, experiences, tensions and 
ideological controversies that had shaped this formation.
The unifying motivating force of this blending was a strong sense of antithesis to, or 
rejection of, all that the nationalist composers stood for aesthetically, ideologically 
and in terms of musical means. The experimentation with the twelve-note technique 
signified a radical break with the tonality- and modality-based variety of styles 
cultivated so far in Greek music. More significantly, it suggests a focus on the 
structural elements of music, a concentration on the ‘language’ of music itself.^® This 
can be viewed as a reflection of a ‘prerequisite’ for the modemist aesthetic: the belief 
in the autonomy of music (see Samson 2001). The use of established forms can be 
similarly perceived as denoting a more stmctural approach to music than that of the 
nationalist composers, who considered music as a reflection of philosophical and 
emotional ideas, as ‘a field of symbolic activity’ (Bliss 2001: 130), in their endeavour 
to represent Greek identity in musical terms.^® In this respect the neoclassical formal 
choices of the Greek composers corresponded to the prevailing sentiment in the 
immediate post-war European music. As summarized by M. J. Grant—based on the 
view of H. H. Stuckenschmidt, a commentator of the period: ‘a suspicion of
Here I adopt Leon Botstein’s (2001) classification of modernism in distinct strands.
For example, as George Zervos notes in particular for the twelve-note technique developed by 
Skalkottas, for Skalkottas the series ‘was not the necessary ending of the historical evolution o f the 
musical material’ (Zervos 2001a: 24).
Such a focus can be also noticed in the early music o f Christou, another important composer o f the 
era: from the use o f the germinating three-note motive o f Phoenix Music (1949) to the multiplication of 
such motivic patterns in the Patterns and Permutations (1960) and the Toccata for piano and orchestra 
(1962). However, even from Phoenix Music, Christou also starts developing his philosophical ideas 
based on his belief in the symbolic and the mystical strength of the musical experience, as well as its 
redemptive function (see Symeonidou 1995: 439-442).
The use of established formal models can be inferred by the titles and documented by the small 
number of available scores and recordings o f the music of the above-mentioned Greek composers. 
Between 1950 and 1962: Sicilianos composed, among other works, the Concertino Op. 11 for five wind 
instruments and chamber orchestra, the First Symphony, the Composition Op. 21 for double string 
orchestra and percussion and his first three String Quartets; Adamis concentrated on forms of 
‘absolute’ music in the Variations for string orchestra, the Symphonietta for orchestra and the Suite in 
Ritmo Antico for piano, while Dragatakis during the same period composed his first two Symphonies, 
the Concerto for clarinet and strings, his first three String Quartets, the Sonatas Nos 1 and 2 for violin 
and piano, and his Trio for two violins and viola. Information given in the respective entries in 
Symeonidou 1995.
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extramusical sentiments, a detachment which is not only the fruit of neoclassicism but 
the reason why composers were attracted to it in the first place’ (Grant 2001: 40). 
Bliss suggests another perspective in understanding this detachment in noting that: 
‘Some Greeks also wanted to forget the painful association of this music [by the so- 
called national school] with war and the earlier defeat of the ‘Great Idea’ in the ashes 
of Asia Minor’ (Bliss 2001: 85). Moreover, the formal clarity gained through the use 
of classical formal models—often in conjunction with the use of transparent 
instrumental ensembles, such as in Papaioannou’s Quartet for flute, clarinet, guitar 
and cello (AKl 151, 1962) and his Trio for oboe, clarinet and bassoon (AKl 152, 
1962)—seems to have functioned as a call for restraint, as the antidote to the 
exuberant post-romantic formal and instrumental textures of the music of Kalomiris.
The notion of comprehensibility, possibly motivated by awareness by Greek 
composers of the lack of familiarity of the Greek audience with atonal idioms, can 
provide a further level of understanding of the use of existent formal models. The self- 
consciousness in the application of this notion by the composers has not yet been 
assessed through research on primaiy texts, except for those of Skalkottas.^^ However, 
it provides a possible interpretative tool according to which Greek composers 
followed what Christopher Butler mentions in relation to Berg as a ‘pragmatic, 
audience-orientated adaptation of new techniques’, in which ‘the listener can be 
orientated by a generic framework from the past’ (Butler 1994: 258). In other words, 
probably compensating for the non-familiarity of the audience with features of their 
pitch organization, the employment of traditional formal moulds in such works aims 
at the comprehensibility of their unfolding by relating to preexisting listening 
experience. In surveying views similar to that of Butler, Pieter van den Toom notes 
that their presumption ‘has been that, once made aware of the given forms and types, 
listeners can apply some of the logic that accompanied their tonal unfolding; in 
however incidental or qualified a fashion, listeners can impose a borrowed sense of 
location and direction’ (van den Toom 1997: 136).
For a condensed discussion on the issue of comprehensibility (as well as that o f coherence) in 
Skalkottas’s writings and music see Mantzourani 2001, where these issues are read in the light of 
Schoenberg’s influence. Both notions are further developed and are considered essential in the analytic 
interpretations o f Skalkottas’s works included in Mantzourani 1999.
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Moreover, the use of traditional genres in combination with the twelve-note technique 
could itself amount to a statement. As Pople argues in relation to the use of 
established genres (especially the concerto and the symphony) in the 1920s and 1930s 
in United States, this can be perceived as a statement of ‘a desire to belong’ (Pople 
1991: 4). In the case of the Greek composers, this desire seems twofold, 
encompassing both the notions of space and time. On one hand, the employment of 
formal models of the Western musical tradition denotes striving for universalism, as 
well as historical awareness of this tradition. On the other hand, for the Greek 
composers the twelve-note technique, with which most of them became first 
acquainted in early 1950s during their studies abroad, possibly denoted the way music 
was written during that period.
The following text by Sicilianos, using the third person singular (cited in Slonimsky 
1965: 229) has the tone of a manifesto^^ for the advent of ‘contemporary musical 
trends’ in Greece. It illustrates the attitude and crystallizes ideas that were common 
among composers of modemist tendencies: from the negative self-identity based on 
the overt reaction against the musical practices and the ideological and philosophical 
beliefs of the Greek national school, to the positive expression of the necessity for 
music to reflect the ideas of universalism and synchronization.
Sicilianos belongs to that group of musicians who believe in a 
renovation of Greek music and who, having freed themselves from the 
narrow foUdoric tradition created by the former generation of Greek 
composers, are following contemporary musical trends with the 
conviction that the music of our time, as an artistic manifestation, has 
abandoned the framework of the so-called national school, and has 
acquired a more universal and more human character.
Sicilianos cited in Slonimsky 1965: 229
Apart from outlining the oppositional dynamic of the Greek musical climate of the 
period,^^ this text alludes to the concept of continuous progress, which lay at the
“  This characterization is justified by the fact that the quotation by Sicilianos is the only quotation by a 
Greek composer in this article. However, it has to be noticed that the intention by the composer himself 
for this saying to function in this way is unclear.
^ Representative o f this oppositional atmosphere is an incident that took place at the fimeral of 
Kalomiris and was reported in die press. As mentioned by Anoyanakis, these who delivered funeral 
oration—Evagelatos, the then president of the Greek Union of Composers, and the music critic 
Dimitris Hamoudopoulos—made a ‘violent attack on contemporary and avant-garde tendencies and on 
their followers’ (Anoyanakis 1963b).
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ideological core of early European modernism?'^ Stemming from ‘the belief in 
progress, central to the Enlightenment thinking’, this concept ‘requires a self- 
conscious understanding of one’s position within a historical continuum, which...is 
characterized as a chain of irreversible changes’ (Hartwell 1993: 29). In this respect, 
the art of music is ‘perceived to need to anticipate and ultimately to reflect the logic of 
history’ (Botstein 2001). This notion, central to the rhetoric of the exponents of 
modemist idioms also in Greece, is best demonstrated by Papaioannou’s answer to a 
question of a general nature concerning ‘contemporary music’ in an interview of 
1954:
Following the laws of evolution, music, like all the other arts, 
continuously finds new means of expression. Thus the music of our era 
has its own means of expression. I believe in art and its evolution, 
which faithfiilly follows the invincible laws of nature.
Halkoussi 1954: 5
Related to the linear, evolutionary perception of history was the idea that Greek music 
had to cover the steps of the evolution made in the recent history of music. It is 
characteristic that in the above quotation Sicilianos twice makes reference to the 
nationalistic orientation of the previous generation underlying its inadequacy within 
the context of ‘the music of our time’. The idea of covering up the cultural lag was 
motivated by a frequently expressed sense of cultural inferiority in comparison to the 
West. This attitude is implied, for example, in Papaioannou’s application form for the 
UNESCO scholarship: demonstrating his study plans, he states that his desire is ‘to 
study the organization and the way of working of the superior musical Institutions 
(the Conservatories of music. Schools of music, etc) as also the tendencies, the 
directives and the spirit which inspires contemporary musical production in Europe’ 
and that he wishes ‘to form the new generation of composers of my motherland, and 
to give them sane, firm, and clearly set out directives’.^  ^ This sense of the necessity 
for Greek music to catch up with the evolutionary perspective of the European music 
history is expressed even more evidently in the section entitled ‘Future prospects’, in 
which Papaioannou underlines that his fixture plans are to contribute, with the
As summarized by Jacques Le Rider, the doctrine of modernism was ‘first of all the idea of progress’ 
(Le Rider 1993: 27).
See P.A., Box ‘Biography C’, file ‘UNESCO’, the application form to UNESCO, dated 10.10.1948.
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acquired knowledge after his studies abroad, ‘to the development and evolution of 
music in my country’
Except for the notion of consciousness of the historical moment and its reflection on 
the kind of aesthetic and technical means appropriate for each epoch, the text by 
Papaioannou and, more clearly, that by Sicilianos draw on the idea of universalism of 
art as an important motivating force in the adoption of the ‘new’ compositional 
techniques by Greek composers. This issue also became an important topic in the 
music criticism of the period and the central object of controversy in the ideological 
debate of the exponents of ‘contemporary’ idioms with the composers of the ‘national 
school’. A representative example of the sense of striving for universalism is given by 
the enthusiastic and proud tone of reports by the Greek press in its totality on 
Papaioannou’s winning of a prize in the ‘Queen Elizabeth of Belgium International 
Competition’ in 1953 with his Third SymphonyHowever, the critical reception of 
the first Greek performance of the work almost a year later was mixed,^^ the 
conflicting views focusing on the issue of universalism—‘ internationalism’ in the 
terminology used by the sources mentioned below. More specifically, in his critique, 
Anoyanakis argues that the work ‘one could say brings a new message. It links 
technically our [the Greek] cut-off musical art—with the exception of Skalkottas— 
with the most avant-garde European trends’ (Anoyanakis 1954). George Likoudis 
goes further in suggesting the need of the work to be ‘judged not on the basis of its 
Greekness, but on the position that it can suitably take in today’s aesthetics of 
international musical production’ (Likoudis 1954). While Likoudis presents a 
criterion that was to remain central in the Greek music criticism that supported
It is interesting to note another parallel with visual arts in this respect. The same attitude is 
summarized in the words o f the painter Nikos Kessanlis, a representative of the advent o f modemist 
idioms in Greece: ‘In 1955 there is this tendency to leave to the West and to start again as being 
pioneers. We had to gain the time lost, and not to be cut off by the contemporary developments’ (cited 
in Adamopoulou, 2001:42).
See the newspapers clippings m P.A., Box 3, file ‘References, Interviews, Announcements 1951- 
1960’.
Papaioannou’s Third Symphony rank eighth out o f 439 participants from 35 nations. The first 
performance of the work was given in the final round of the competition by the Symphony Orchestra of 
the National Institute of Radiotélévision of Belgium, conducted by Franz-André on 9 December 1953. 
(For documentation see P.A., Box ‘Biography B’).
^ The first performance o f the Third Symphony was given on 7 November 1954 by the Athens State 
Orchestra conducted by Filoktitis Ekonomidis.
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contemporaiy idioms?^ Kalomiris’s critique of the same work is based on ideas that 
were salient in the oppositional stance of Greek nationalists to the advent of these 
idioms in Greece. Having praised the ‘indisputable value of the work and the 
admirable possession of all the technical means that it demonstrates’, Kalomiris 
focuses on the theme of internationalism pointing out the negative consequences of 
this concept for the future of Greek music:
I don’t know if the nailing of new Greek music to the chariot of 
musical internationalism will allow young Greek musicians to keep 
their own national musical identity, or whether this would turn Greek 
music back a hundred years to when the composers of the Ionian 
islands blindly imitated the Italian masters, with the only difference 
being that now they are imitating the German or French innovators, or 
just an innovator coming from anywhere.
Kalomiris 1954
As argued by Frangou-Psychopedis (1990: 92), central to the ideological axis of 
Kalomiris was the position that ‘everything that is not national but international is 
antinational’.^ ® This emphasis on the national element, according to Frangou- 
Psychopedis, had ‘the function of the emancipation that aimed at a spiritual 
autonomy, [and also the function] of a resistance made in the way of the traditional 
man who insists on the possibility of keeping his own national, social, family and 
subjective identity’ (Frangou-Psychopedis 1990: 90).
For Kalomiris, like the rest of the nationalist composers, at the core of the debate 
concerning the notion of internationalism were atonality and particularly the use of 
the twelve-note technique.^ ^ In a book of pedagogic purpose of 1957, Kalomiris notes 
that:
^ For example Anoyanakis in 1964 starts his critique of the first performance of Papaioannou’s Fourth 
Symphony by noting that he (Papaioannou) ‘seals his leading position in Greek music with a 
work,...capable of...representing Greek musical production in every big musical centre o f Europe’ 
(Anoyanalds 1964).
However, it has to be mentioned that, as analysed by Yannou, the notion of internationalism was an 
important ingredient of Kalomiris’s initial conception of national music, expressing ‘the common 
aspiration of the so-called ‘national schools’ to see their music as part of the universal art’ (Yannou 
1996: 7).
A wider perspective of the hostile reaction of the Greek nationalist composers to the adoption of 
twelve-note technique in Greece is given by the following extracts from critiques to the first 
performance of Papaioannou’s Suite (AKl 120c, 1954) for violin and string orchestra in 1956 by two 
important representatives of the Greek national school. Varvoglis mentions pejoratively that ‘it seems 
that Papaioaimou has joined the chorus of the ‘twelve-notists” , concluding that ‘unfortunately the
131
The twelve-note system, according to its own nature and its own 
restrictive rules, is antinational, it is international. Since it abolishes the 
sense of tonality and imposes the development upon the twelve-note 
series, automatically it also abolishes the folksong, every free melodic 
inspiration as well as every elaboration of modes except for the 
elaboration of the merciless twelve-note series.
Kalomiris 1957: 55
Kalomiris’s argumentation is based on the presumption that in the twelve-note 
technique ‘inspiration is replaced by inventiveness’ (Kalomiris 1957: 52), alluding to 
another aesthetic dilemma frequently posed in the rhetoric of the nationalists: that 
between technique and expression.^^ For Kalomiris, twelve-note music is cerebral and 
this feature results in the abolishment of ‘free melodic inspiration’, the latter being 
considered the reflection of the ‘national soul’, which was a recurrent expression in 
the ideological vocabulary of Greek nationalism.^^
In order to provide a wider account of the stylistic conflict in Greek music during this 
period, mention has to be made of the rise of a tendency that ‘attempted, at first, a 
redefinition of Greekness’ (Leotsakos no date: 16). As pointed out by Leotsakos, this 
tendency is expressed mainly in the music of Argyris Kounadis (b. 1924), 
Theodorakis and Manos Hadjidakis (1925-1994) and initially in their ballet music 
written for Rallou Manou’s ‘Elliniko Horodrama’ (Hellenic Dance and Drama) group 
in the early 1950s (Leotsakos no date: 16, Leotsakos 200la).^ "^  Central to this 
redefinition of the notion of Greekness was that it had to be musically expressed 
through the use of elements derived from rebetiko, the urban popular song initially 
developed in Asia Minor. In its transference to Greece with the Asia Minor refugees,
fashion’s germ dwells also in our place’ (Varvoglis 1956). Petridis, likewise, underlines that ‘the Suite 
reveals the composer’s turn to twelve-note system,...[and its] antimelodic aesthetics’ (Petridis 1956). It 
is interesting to note tiiat none of the movements of the Suite is based on a twelve-note— or any other 
kind of—series.
In the same text Kalomiris also argues on the elitist and hermetic character of twelve-note music. The 
fact that this music is presented ‘almost always in closed, as it were, concerts, that are exclusively 
devoted to hypermodem works’ (Kalomiris 1957: 54) is the evidence, according to Kalomiris, for the 
incapability of this music to express collective ideas and sentiments.
For example, in his critique on Papaioannou’s Pygmalion (AKl 112, 1950) Kalomiris underlines the 
‘dearth of thematic inspiration deriving from the composer’s soul, which cannot be different from the 
soul of the People and of the Nation [capitals by the author]’ (Kalomiris 1952). For a consideration of 
the notion of ‘national soul’ as an important ingredient in the early ideological construction of 
nationalism in Greece see Yannou 1996: 7.
Representative ballets o f the era were: Hadjidakis’s Marsias, Six Popular Drawings, and The 
Damned Snake, Kounadis’s Pandora, Parody in White, and Theodorakis’s Orpheus and Euridice and 
Greek Carnival (Leotsakos no date: 17).
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rebetiko became associated with a nostalgic and marginal subculture that suffered 
from police bans and censorship (Chianis/Brandl 2001). Hadjidakis’s lecture on 
rebetiko in a central theatre of Athens in 1949 can be considered as the theoretical 
legitimation of rebetiko?^ while his use of popular urban songs as the basis of the 
ballet score Six Popular Drawings of the same year is a representative musical 
embodiment of his ideas. For Theodorakis, the use of elements from rebetiko, as well 
as the final abandonment of his parallel experimental writing after his return to Greece 
from his studies in Paris in 1959, can be considered under his affiliation with leftist 
ideology. The central place of the notion of people in the following recollection, his 
own, characteristically records the stimulating force of this ideology:
I aimed for this ‘fresco’ [his ideal for his own music as he has 
previously noticed] to be sensed by the whole of the people, to be loved 
by the whole of the people, to be considered by the whole of the people 
as something that belongs absolutely to them, as something that derives 
from them and is addressed to them.
Theodorakis 1961 or 1962 cited in Koutoulas 1998: 43
Recent publications have demonstrated that the issue of the redefinition of Greekness 
and its representation in music occupied also Iannis Xenakis (1922-2001) in his early 
music.^ ® Xenakis, as expounded in his article ‘Problems of Greek Musical 
Composition’ first published in 1955, rejected the representation of Greekness in the 
music of Greek nationalists stating that the Greek character of the Greek melodies 
used in the music of nationalists has been destroyed by being clothed in an eighteenth- 
century German polyphonic and instrumental dress (Xenakis 2001: 50). Xenakis 
prompts the young Greek composer ‘to search for expressive and structural means on 
one the hand in folk music and ecclesiastical music, and on the other in the avant- 
garde discoveries of European music’ (Xenakis 2001: 50). According to Gerassimos 
Solomos, in his early music Xenakis essentially aspired to a perception of musical 
nationalism modelled on Bartok, focusing on the use of traditional elements in order 
to solve structural issues (Solomos 2000).
The lecture was entitled ‘Interpretation and Position of the Popular Song (Rebetiko)’ (Leotsakos no 
date: 17).
See Xenakis 2001, Solomos 2000 and Xenakis’s interview with Theodorakis on 5 Januaiy 1963, 
published in the magazine O Tachidromos, reproduced in Koutoulas 1998: 387-397.
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Papaioannou and the twelve-note technique: Biographical circumstances and an 
overview of his technique up to the piano works
‘Schoenberg N’EST PAS MORT [French and capitals by the author]. Schoenberg is 
not dead!’ In this way Papaioannou finished his lecture on Schoenberg delivered on 6 
May 1965 at the Goethe Institute of Athens. Having made reference at the opening of 
this lecture to Pierre Boulez’s famous pronouncement, Papaioannou rounded it off by 
asserting the opposite, arguing that ‘Schoenberg’s work lives not only in Europe but 
also in the whole world and it was the basis and the point of departure for the 
evolutionary process of contemporary music’ (Papaioannou 1965: 17). Papaioannou 
(1965: 17) employed two quotations in further substantiating his point; from Paul 
Collaer’s Musique Moderne: ‘Atonality and the twelve-note system put music in a 
new phase of its existence, as was the case in the fourteenth century with Ars Nova’, 
and fi'om Boulez’s article ‘Eventuellement’: ‘Any musician who has not 
experienced—I’m not saying understood, but truly experienced—the necessity of 
dodecaphonic language is USELESS. For his entire work brings him up short of the 
needs of his time’.
The recurrent references to and development of these notions in his lectures and 
interviews in the late 1950s and 1960s^  ^ reflect Papaioannou’s perception of the 
twelve-note technique as the most recent important stage in the evolutionary process 
of music history, and thus its employment as indispensable. It is important to note that 
this ‘modernist’ perception of the history of music as a continuous evolutionary 
process was frequently expressed in his writings and interviews: for example, in his 
consideration of music histoiy as comprising the works of great composers, who 
were—in their times—uncompromising innovators and leaders of the change towards 
the new.^^
The translation of Boulez’s quotation is from Boulez 1991: 113.
For example, in his lecture ‘The Viennese School (Schoenberg, Berg, Webern)’, delivered on 21 
March 1968 at the Goethe Institute of Thessaloniki, he makes again use of Boulez’s quotation from 
‘Enventuellement’ (see P.A., File ‘Lectures’), while the parallelism with Ars Nova is also expounded in 
a discussion-review of the Greek musical life of 1964, published in the magazine Radioprogramma, 7 -  
13.2.1965: 3 -6 ,42  (see P.A., Box 4, file ‘References, Interviews, Announcements 1961-1970’).
For example, this opinion stands at the basis of Papaioannou’s plan of discussion, as well as in the 
actual views expressed, in his lecture ‘The Leaders of Contemporary Music’ which was announced in 
1966 but was not finally given (see P.A., File ‘Lectures’).
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According to Papaioannou’s own recollections, his first acquaintance with the twelve- 
note technique took place during his stay in Paris during the academic year 1949- 
1950?® The extant documentary evidence of this stay, which as mentioned above was 
enabled by a UNESCO scholarship, records the fervent activity that Papaioannou 
developed in collecting musical experiences. His initial experiences and knowledge of 
the twelve-note technique seem to have been shaped through his attendance at the 
lectures given by René Leibowitz and at concerts with music by Schoenberg, Berg 
and Webern as well as through the acquisition of the relevant literature and scores.^^
As argued by Grant, ‘the year 1949 marked the emphatic return of the twelve-note 
technique as synonymous—for some at least—with musical progress’ (Grant 2001: 
41). This notion was central in the literature through which Papaioannou got 
information and shaped his own views on the technique."^  ^Another idea, which was 
propagated by the same literature, was that the twelve-note technique provided the 
foundation of a new universal musical language replacing the tonal system."^  ^ Taking 
into account Papaioannou’s experimentation, prior to his stay abroad, with the 
constructive elements of his music, and also the expression—in his application form 
to UNESCO—of the necessity for an ‘international’ and synchronized perception of 
musical creativity by Greek composers, the fact that as soon as he returned to Greece 
he tried his hand at the twelve-note technique seems a logical consequence."^ The
Information provided in Madakas 1983. Although Papaioannou’s prior affiliation with French 
musical culture—as we have seen the music of Debussy in particular has been a permanent influence in 
his pre-1949 music—was probably the motivating force behind his decision to pursue further studies in 
Paris, in the above-mentioned interview he underlines that, paradoxically enough, it was actually the 
twelve-note technique that he got to know in Paris.
For the extant documentary evidence on Papaioannou’s stay abroad see P.A., Box ‘Biography C’, 
file ‘UNESCO’. This evidence comprises, among others, receipts of books and scores, programmes of 
concerts that it is quite probable for Papaioannou to have attended (for example, the concert o f 28 
March 1950 m Paris Conservatoire in which Webern’s Piano Concerto [sic] and Schoenberg’s Pierrot 
Lunaire were conducted by René Leibowitz), one o f his diaries (in which he mentions meetings with 
Honegger and Milhaud) and many personal notes kept during the lessons he attended. It is worth 
mentioning that I have not located evidence of his attendance at Leibowitz’s lectures, which he 
mentions in an interview quoted in the previous footnote, possibly because the remainder o f his diaries 
are not yet open to research.
The books on twelve-note technique that Papaioannou acquired in Paris (as documented by the 
receipts of books bought in Paris) are: Leibowitz 1947, Leibowitz 1949, Krenek 1948, Schoenberg 
1950 and Eimert 1950. All are kept in P. L. and bear the marks of meticulous reading.
In this respect, characteristic is Leibowitz’s reference to the twelve-note technique as the new 
‘common language’ (Leibowitz 1949: 253) and as the ‘foundation o f the living language o f music’ 
(Leibowitz 1947: 264).
^  Papaioannou’s very need to study abroad and his search for scholarship at an age by which he was 
already recognized in Greece as one o f the leading composers of his generation is itself symptomatic, I 
think, of a self-conscious sense of need for renewal. The fact that he has kept the newspaper clipping
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Songs o f the Lake (AKl 111, 1950) for voice and instrumental ensemble was his 
first—and was to remain for a large period the only—systematic application of the 
twelve-note technique?^ The experimental character of this attempt is mirrored in the 
plethora of compositional sketches, as well as in the fact that this is one of the very 
few works that Papaioannou left unfinished?^ Investigation of Papaioannou’s 
sketches demonstrates that he experimented mainly on four aspects: the melodic 
potential of the series, the systematic reordering of the series in deriving new ones, the 
horizontal combination of different serial forms in contrapuntal blocks and the 
identification of invariant segments between different serial forms. At one level, these 
aspects, and their compositional applications, could be assessed as an immediate 
reflection of elements that are demonstrated in the literature on twelve-note technique 
read by Papaioannou and as showing correspondences with music which he analysed 
independently. However, these aspects could also be considered as expressing lines of 
continuity with notions employed in his previous music, despite the use of a new 
compositional technique, as the following condensed examination of these four 
aspects will demonstrate.
The sketches include numerous melodic ‘tests’ of the series in its P, R, I and RI forms 
and their transpositions, presumably accomplished during the first stages of the 
compositional process."^  ^This focus on the melodic potentialities of the series seems 
to have been motivated by the genre employed. As demonstrated by the book of 
Miltiadis Malakassis’s collection of poems that Papaioannou used for his setting, he 
annotated, in some poems, the series forms to be employed."^  ^ The priority of the 
melodic setting is also evident in the existence of melodic drafts for all the songs, 
carrying annotations of the twelve-note structure. Observation of the latter offers 
important information with regard to Papaioannou’s conception of the close 
relationship between twelve-note structure and formal articulation. In most of the
(dated 21.7.1948) by which he was informed of the UNESCO scholarship is characteristic o f the 
importance he assigned to this experience (see P.A., Box ‘Biography C’, file ‘UNESCO’).
The piece survives only in a draft version of which the last page brings the date 22.10.1950 (see P. A., 
File 13).
For the sketches see P.A., File 39. The identification of these sketches as being those for The Songs 
o f the Lake is mine. It was based on the observation that the series of this work is not used anywhere 
else, and also on the fact that they include many compositional sketches-fragments that I identified in 
the draft version of the piece located in P. A., File 13.
‘Presumably’, because the sketches are not dated.
See PA., File 13.
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poems of the collection, the metre is the one that consists of fifteen syllables per two 
lines, usually accommodated as eight plus seven, each stanza containing this pattern 
twice?^ This symmetrical poetic structure is musically depicted by the twelve-note 
melodic articulation: hexachordal melodic partitioning usually coincides with the 
poetic line, while it is almost a rule for all these songs that the pattern of the fifteen 
syllables is articulated by a single series form each time—the rhythmic design 
enhances this articulation as it observes faithfully the poetic metre and rhythm. Ex. 
4.1 demonstrates these observations in Papaioannou’s melodic setting of the second 
stanza of the first song.^ ®
This is also an example of the twelve-note structure that Papaioannou employs in 
trying to create a sense of closure at the end of the stanza, possibly paralleling the 
same sense created by rhyme: the succession of a serial form and its retrograde.^^ As 
has been pointed out and minutely argued by Christopher Hasty (1984: 178-179): 
‘Retrograde is used very often in post-tonal music to create a sense of closure...Since 
this structure admits no further accretion of elements it is inviolate and is thus 
articulated as a unit’.
The focus on the melodic line during the first stages of the compositional process and 
the coexistence of the recurring poetic pattern with a single serial form seem to be the 
motivating forces behind Papaioannou’s use of systematically reordered series: such a 
device would ensure melodic variety and differentiation between the songs. The serial 
form employed melodically at the first formal section the work (and returning at the 
end) holds the hierarchical relationship as the basic series with the others, which can 
be deemed to be subsidiary or derived series.^^ As illustrated by his sketches.
In its form most employed here (as fifteen syllables in iambic rhythm), this is the most usual Greek 
poetic metre both in folksong and tiie Greek poetry. For many twentieth-century Greek poets (such as 
Palamas, Angelos Sikelianos and George Seferis) its use became a self-conscious reference to Greek 
tradition (see Politis 2002: 20). While this observation holds also for this poetic collection by 
Malakassis—the theme is also Greek, referring to Missolonghi, the poet’s native place—this twelve- 
note setting by Papaioannou sounds stylistically awkward. However, this combination can be viewed as 
depicting Papaioannou’s perception of a polyphonic Greek identity, as is discussed in Chapter Five 
(page 216).
The whole poetic cycle comprises an introduction and ten untitled poems.
Other examples of such structures are the first stanzas of the introduction and of the song No. VI.
Although the term ‘derived series’ is used for similar procedures in Berg (see Jarman 1979: 112), 
Milton Babbitt originally introduced it for Webern’s construction o f twelve-note series by several 
forms (transpositions, inversions, or retrograde inversions) o f a single trichord or tetrachord (see Lester 
1989:219). Here it is used as in the literature on Berg.
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Papaioannou obtained these series by extracting notes from the basic set. A variety of 
precompositionally determined numerical sequences of the order numbers of the basic 
series are employed in these derivational procedures.
Ex. 4.2 summarizes these operations: series 1 is the ‘centrifugal’ version of the order 
numbers of P-0 {6 , 7, 5, 8 , 4, 9...}, series 2 is the ‘centripetal’ version {1, 12, 2,11, 3, 
10...}, series 3 is the retrograde centripetal version of P-4 {12, 1, 11, 2, 10, 3...} and 
series 4 alternates dyads of the two hexachords of P-5 {12, 11, 6 , 5, 10, 9...}.^  ^Each 
of the derived series is distinctively presented for the first time in the melodic line of 
one song: series 1 in song No. I, series 2 in song No. II, series 4 in song No. m  and 
series 3 in the second stanza of song No. IV. All are subsequently used as independent 
series in their R, I and RI forms. Although the relationship of the subsidiary series to 
the basic, as well as that between the subsidiary series themselves, is depicted by the 
similarities in their pc set content shown in Ex. 4.2, these segmental affinities are not 
compositionally projected or exploited. Thus, except for demonstrating the influence 
of Berg,^ "^  the use of many series by Papaioannou in his first twelve-note work might 
be better understood as a further expression of the element of searching for variety, 
analogous to the systematic use of various modal resources in his previous music. 
Another element that draws a continuous line with his previous music is his focus on 
contrapuntal writing, now expressed in the simultaneous unfolding of different 
twelve-note serial forms in polyphonic textures. There is an important quantity of 
sketches which include fragments of such textures—always coexistent with twelve- 
note structure. The only systematic criterion that seems to hold for a small number of 
them is the creation of aggregate structures by the superimposition of the 
corresponding hexachords of a series and its R form. However, most of the fragments 
seem to have been aurally and intuitively evaluated at the piano, since they are 
accompanied by judgments such as ‘bon’, ‘très bon’, ‘mauvais’ and ‘magnifique’ 
The three question marks in the ‘très dissonant’ fragment shown in Ex. 4.3a and the
The terms ‘centrifiigaT and ‘centripetal’ are employed by Papaioannou himself for these kinds of 
derived series.
Papaioannou’s sources of information for Berg’s derivative procedures might have been Leibowitz 
1949 and Eimert 1950.
Papaioannou used to make notes iu French at least until 1963 (see page 6). A possible reason is that 
French was the language of the bibliography he read on music even from the years o f his 
apprenticeship—the influence of d’Indy’s Cours de composition musicale has already been discussed 
for his early music (in pages 29-30), and will be examined in more detail in Chapter Five.
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positive evaluation of the fragment reproduced in Ex. 4.3b (in which ‘tonal’ segments 
recur in the harmonic dimension) indicate the possibility that tonal thinking (and 
listening) might have played some role in the critical process. Corroborative evidence 
for such a view is given by two examples from the final draft of the work. As 
demonstrated in Ex. 4.4a, in the introduction, C minor triads (with pc C being 
emphasized through repetition) are extracted from different serial forms, utilizing 
non-consecutive elements of the series, possibly in order to function as ‘aural 
signposts’ in articulating the phrases (see bb. li, 4i and 6 i).^  ^ In Ex. 4.4b the 
schematic fifth bass progression of the tonal system is extracted from the twelve-note 
structure, and by its reiteration it ‘lends’ the sense of finality at the end of song No. IV 
(see bb. 28-33).^^
Thus, while the basis of structural coherence in the Songs o f the Lake is the twelve- 
note series, residues of tonal thinking can also be discerned. However, in 
Papaioannou’s immediately following music, starting with Pygmalion (AKl 112, 
1950), the focus is on the incorporation of twelve-note elements in formal structures, 
which, in terms of their articulation, depend more on pitch centricity and cadential, or 
larger-scale harmonic, strategies that are tonally derived. As Yannou (2000: 19) has 
pointed out, the title of Pygmalion implies an autobiographical reference suggested by 
Papaioannou’s own words: ^Pygmalion is the expression of the fight of the artist to 
achieve the perfection of a form which incarnates an Idea’.^  ^ Although in basic 
elements of the musical argument (such as the contour and rhythmic design of 
melodic material, harmonic types, formal articulation based on motivic repetition and 
development and pc priority), there is not an obvious departure from his pre-1949 
music, the opening twelve-note theme that is heard against a D-centred context (see 
Ex. 4.6) seems to function on two different levels: firstly, as a repository of motivic 
ideas—providing an overall thematic unification—and secondly, as an emphatic
The expression ‘aural signpost’ is used for the same purpose—for the use o f tonally reminiscent 
elements in communicating articulative points in atonal contexts—by Christopher Wintle (1982: 73).
For a theoretical discussion of this aspect see page 148.
In the light of the diverse use of invariants between different forms in Papaioannou’s later twelve- 
note piano works, it is noteworthy that his concern with invariants is palpably illustrated in the sketches 
of this first attempt at twelve-note technique: the sketches include numerous lists in which he 
catalogues verbally the invariant segments between different serial forms, as well as music sketches in 
which he superimposes serial forms with segmental invariance (for example, in the sketch 
demonstrated in Ex. 4.5 each pair of the superimposed series share their initial dyads).
See P.A., File ‘Analytical notes’. Also cited in Yannou 1996: 19.
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public statement of a personal change (being also distinctly audible through the sparse 
texture)?® Thus, this twelve-note theme can be interpreted as the incarnation of the 
‘Idea’, not only of a specific compositional process, but also of a wider personal 
aesthetic and ideological change.
In his ensuing large-scale works for orchestra, the Third Symphony (AKl 117, 1953) 
and the Concerto for Orchestra (AKl 123, 1954), the technical change focuses on 
further experimentation with the assimilation of twelve-note elements in structures in 
which tonal thinking still remains the most significant decision-making factor. As 
demonstrated in the numerous extant sketches, the main issue for Papaioannou seems 
to be not the juxtaposition, or opposition of twelve-note and tonal elements, but rather 
their symbiosis on the assumption of the hierarchical superiority of pc centricity and 
of tonally-derived elements. This intention is suggested by the first page of the extant 
sketches of the Third Symphony, in which Papaioannou notes what would become the 
opening twelve-note theme of the piece and, in the margin of the manuscript paper, 
the overall tonal pole (‘Pôle tonale Sib’) (see Ex. 4.7a).^  ^His intention to explore the 
tonal potentialities of the series is shown explicitly iu Ex. 4.7b, which demonstrates 
the last three lines of page 2 of the sketches. The first line demonstrates the pre- 
compositional structural role assigned to the series: that of the thematic source 
(‘source thématique’). In its compositional usage, the series is indeed employed 
mainly melodically, while the thematic use of different serial forms aims at providing 
thematic inter-relationships within and between the three movements. The opening of 
the third movement is an example of this, as well as of Papaioannou’s 
experimentation with the conjunction of twelve-note and tonal elements. As shown in 
Ex. 4.7c, the melodic line that employs order numbers {1-9} of RI-0 is harmonized 
by a progression that is essentially based on the arpeggiation of the Bb triad in the 
bass, which is also the opening and concluding sonority of this gesture. This 
introductoiy gesture in essence announces the stabilization of the Bb triad as the
^ For an example o f treating the twelve-note theme as a repository of motives see the development 
based on the notes with order numbers {2-5} of the series in rehearsal No. 6 o f die printed score.
See P.A., File 16. The sketches in Ex. 4.7 are included in a filch of two douWe-sided manuscript 
papers, bearing the title ‘Matériel’ and numbered by the composer. I identified more sketches for the 
TWrd Symphony in File 18 which includes the documents on the Concerto for Orchestra. These 
sketches bear the title ‘CONCERTO POUR ORCHESTRE’, and they seem to contain Papaioannou’s 
additional thoughts at an early stage o f the compositional process in which the piece was intended to be 
entitled accordingly.
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overall pole of tonal attraction in this movement; the stabilization is mainly the result 
of functional harmony and traditional voice leading in the ensuing fugato section (bb. 
4 ff) which is repeated, since it is the ‘refrain’ of the overall rondo form of this last 
movement. What is even more interesting is that the priority of the Bb triad is hinted 
at in the Allegro non troppo of the first movement,^^ and in this respect it alludes to 
Papaioannou’s large-scale tonal strategies, especially in his pre-1945 music, in which 
relative stability comes at the end of a long unstable route. Thus the use of the twelve- 
note series seems to offer a further element of instability along this route.
Since similar observations can be made for the Concerto for Orchestra, the discussion 
of this work will centre on the second movement {Allegretto scherzando), the most 
interesting and representative formal section in terms of how twelve-note elements are 
used in a form which is articulated mainly through references to tonal elements. Exs 
4.8a and 4.8b include the first section (Scherzo) of the Allegretto scherzando and the 
retransitional passage from the Trio to the repeat of the Scherzo respectively. A Bb- 
based chord (containing usually the major sixth and occasionally the third, as in b. 
19i, but always founded on the open fifth Bb/F) is the sonority that gains priority in 
the outer sections of the Allegretto—this is in A (bb. 1-11 )-B (bb. 12-20)-A' (bb. 21- 
31) form (see Ex. 4.8a). Apart from its reiteration at the opening (bb. li, 3i, 5i and 7i), 
this chord gains tonal support fi'om the circle of fifths in the bass of the concluding 
bars of A (bb. 10-11). In A' the sense of stability is enhanced by the repeat of the 
second subsection of the opening phrase (bb. 8-1 li) in bb. 24-27i at a pitch level that 
creates a sense of a plagal cadence to Bb (b. 27), but also by the reiteration of the Bb- 
based chord at the veiy end (bb. 28 and 30-3li). The textural differentiation in the 
middle B section is created by the contrapuntal texture based on the parallel unfolding 
of different serial forms of the two twelve-note series which were presented as themes 
in the first movement.^^ There is a resulting sense of tonal ambiguity (since the 
vertical aspect is mainly the by-product of the horizontal) while the F-based chord in
^ Pc Bb and the Bb triad are emphasized at important junctures of the sonata design: the beginning (10 
bars before rehearsal No. 1) and the end of the first theme (bass motion in 6 bars before rehearsal No. 
5-rehearsal No. 5), the corresponding places in the recapitulation, the beginning of the codetta 
(rehearsal No. 34) and the very last chord (10 bars after rehearsal No. 34).
Since there are no sketches for the first stages o f the compositional process, I worked out these series 
fi'om the early draft of the second movement, which contains annotations by Papaioannou of the 
twelve-note structure. Thus the prime forms of these series, included here for the sake o f future 
research, are as follows: D, E, F#, A, G, B, C, F, Eb, Ab, Db, Bb and D, A, B, F#, C#, C, F, Bb, Eb, E, 
Ab, G (designated XP and YP respectively in Ex. 4.8b).
141
b. 20ii is in retrospect understood as a link to the Bb environment of A'. On a larger 
scale, this kind of differentiation is also employed in the Trio, which is exclusively 
based on the contrapuntal use of different serial forms. The sense of expectation for 
the return to a Bb-rooted environment in A' is created by the emphatic repetition of F 
(Bb: V) in the bass by the timpani in bb. 60-61 (see Ex. 4.8b). This F acts as a link 
between the two situations, as it is also the order number {1 2 } of the serial form used 
in the middle voice of bb. 57-61. The same linking function seems also to apply to the 
last upper chord of b. 61ii ({7, 8 , 10, 11} of the same series form), which, together 
with the bass note, forms an F minor, minor seventh, ninth chord, a recurring chord- 
type in cadential fifth progressions in Papaioannou’s previous modal music.
It is interesting to note that this type of progression (v-I) is one of the four cadential 
types that were ‘catalogued’ by Papaioannou, in Riemann’s harmonic notation, in the 
margins of the only extant sketch for the Partita in Modo Antico (AKl 118, 1953) for 
piano or cembalo written in the same period as the large-scale orchestral works. Apart 
jfrom this ‘cataloguing’, the sketch contains the annotation ‘strict counterpoint’, all 
annotations implying pre-compositionally imposed parameters for an exercise in 
composition.^ If we take into account its tonal idiom with modal inflections, the 
piece can be deemed part of Papaioannou’s educational activity, as a model that he 
possibly provided to his pupils in his class of composition.^^ However, it is also 
representative of his attitude not to abandon tonal and modal writing completely.^^
^ See P.A., File 17. The sketch is dated 1.6.1953 and contains a draft of the last page o f the third 
movement (Interludio). The manuscript bears the date 16.6.1953 as the date of completion.
Papaioannou started teaching theoretical lessons (harmony, counterpoint and fugue) and composition 
in the Hellenikon Conservatoire in Athens in 1952. See P.A., Box ‘Biography A’ for documentation.
^  Since this work is for piano, a more detailed reference is needed in accordance with the scope of the 
present study. Partita in Modo Antico contains four movements {Toccata, Aria, Interludio and Fuga). 
With the single exception of the Interludio, all movements emphasize the G major triad. Tonally 
functional harmonic progressions articulate forms with a traditional overall harmonic design, althou^ 
unorthodox progressions are not uncommon. For example, the Toccata is in binary form that follows—  
yet partially—the Baroque archetype in its overall harmonic structure: A [I (b. 1)-V (b. 14)]-A' [ii (b. 
15)-I (b. 28)]. Traditional ii-V-I progressions articulate the cadences in the corresponding sections o f A 
and A' (bb. 13-14 and 27-28), while sequence in the circle of fifths is one o f the main developmental 
processes (for example in bb. 4-5). However, the return to G (the overall I) in b. 20i through ± e  half­
diminished chord on D comes unexpectedly, and it caimot be explained in tonally functional terms. A 
common characteristic with Papaioannou’s multi-movement piano works (such as the Humoristic 
Suite) is the thematic relationships between movements—for example, the opening melodic line of the 
Aria provides the subject of the Fuga.
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Except for Papaioaiinou’s experimentation with the twelve-note technique, a more 
general quest for new expressive means during this period can also be discerned in his 
important change with regard to the choice of texts for his vocal music. Vogiatzi 
(2004: 8 6 ) identifies this change with the selection of C. P. Cavafys’s poem Candles 
for the song of the same title (AKI 119, 1953). The choice of Cavafys’s poetry can be 
interpreted in the light of its being perceived as the antipode of Palamas’s, especially 
in terms of its technical characteristics, as well as its broader perception of the notion 
of Greekness. It has to be stressed, however, that the present state of research allows 
making hypotheses only on how Papaioannou shaped his own perception of these two 
aspects of Cavafys’s poetry. Thus, a possible stimulus of the use of Cavafys’s texts 
might be identified in the perceived ‘newness’ of Cavafys’s near-abandonment of 
rhyme.^ ^
Twelve-note technique in the 12 Inventions and Toccata (1958), Sonata (1958)
and Suite (1959)
After a four-year break, Papaioannou returned to the writing of ‘absolute’ music with 
the 12 Inventions and Toccata in 1958.^  ^ The selection of the formal type of the 
invention can be interpreted from at least two angles. First, as an overt reference to 
Bach, whose music was for Papaioannou, according to an interview given four years 
earlier, ‘the model for deriving [musical] elements for those [the composers] who 
contribute to the enrichment and evolution of the musical language’ (Halkoussi 1954: 
1).^  ^ The possible motivations and ideological implications of this choice seem the 
same as those behind the deployment of formal types derived from different periods 
of the Western musical tradition for his two next piano works, and will be later 
discussed in detail. Second, the ‘theme’ of the Inventions, in an abstract sense, seems 
to be the twelve-note technique itself. Tîiis can be inferred from the long gestation that
Linos Politis (2002: 234) mentions that Cavafys’s ‘verse, cultivates prose, ‘antipoetic’ elements’ 
Cavafys’s poetry had been also historically associated with the first attempts at post-tonal writing in 
Greece, in the music of Mitropoulos (particularly in the Ten Inventions of 1926); however, I have not 
identified any document demonstrating that Papaioannou was aware of or came across with this music.
^ Papaioannou devoted the years 1954-1957 mainly to incidental music. The first attempts of 
Papaioannou to write music for ancient drama date from this period. The initial stimulus for this 
occupation seems to have been the productions o f ancient drama in the secondary school to which he 
was transferred after his return fr*om abroad (in 1951).
The quotation is from the two numbered pages in Papaioannou’s hand.
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preceded the completion of the work, as well as from specific characteristics of its 
serial structured® In particular, the experimentation with the association—through 
their invariant segments—of rows in complex serial structures suggests 
Papaioannou’s intellectual delight with the method. The use of all the 48 forms of the 
basic series demonstrates another side of his enthusiasm with the wide potentialities 
of the technique.
The sense of experimentation is also evident in the flexible use of the technique as 
employed in the next two piano pieces, the Sonata and the Suite. In many of its 
elements, Papaioannou’s technique in all three works can be deemed a combination of 
characteristic aspects of the twelve-note techniques of Schoenberg, Berg and Webern, 
upon which he continued to broaden his sources of information by acquiring the 
increasing post-1950 bibliography on the subject.^  ^ A characteristic example of this 
combination is Papaioannou’s use of a basic series as the most important ‘common 
denominator’ for each work,^  ^ but also of subsidiary series, derived by means of 
procedures described for Berg, for example, in Leibowitz 1947:179-182.
The influence of Schoenberg’s twelve-note method as outlined in the literature read 
by Papaioannou can be discerned in another two respects. On a level of detail of serial 
structure, the repetition of order numbers {1-3} of the series on different 
transpositional levels in bb. 30-3H of Invention XII (see Ex. 4.9) echoes Josef 
Rufer’s saying that ‘note groups can be treated like small independent series’ (Rufer 
1954: 97). On a larger scale, the themes of both Invention I and the Allegro non 
troppo of the first movement of the Sonata employ the series in their totality, possibly 
following Leibowitz’s rule that: ‘In the first presentation of significant themes, the 
series must be used in its totality’ (Leibowitz 1949: 247). This aspect alludes also to
The earliest surviving sketch bears the date 19.X.1957 and the first manuscript the date 28.V.1958 
(see P.A., File 20).
According to the dates of acquisition inscribed on their first pages, Papaioannou acquired Jelinek 
1952 in 1953, Rufer 1954 in 1958 and Searle 1955 in 1958. It is worth mentioning that Papaioannou 
used the signs proposed by Hans Jelinek in denoting different aspects of the twelve-note technique 
(such as the linear or horizontal unfolding o f the series) in the sketches of the 12 Inventions and 
Toccata. Moreover, P. L. comprises all the issues of Die Reihe, which, as Grant points out, ‘became 
one o f the most important mouthpieces for serial composers’ and also ‘the most important source of 
information on serial and electronic music’ (Grant 2001: 2). (Grant makes this comment in relation to 
the reception of serial music in post-1950 United States).
This expression is used by Leibowitz (1949: 214) to describe the employment of a single series by 
Schoenberg in his Variations for orchestra Op. 31.
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the notion of comprehensibility, central in Schoenberg’s writings. In a text written 
during the early formation of the twelve-note technique (on 9 May 1923), Schoenberg 
characteristically notes: ‘The further development and the tempo of the presentation 
[of the musical idea which is identified with the twelve-note series] depend on 
whether in its first form it was sufficiently comprehensible’ (Schoenberg 1984: 208). 
The influence of Webern and Berg is evident in the following two aspects of serial 
structure. First, Papaioannou’s predilection for closely connected serial structures 
mirrors Webern’s similar priority in the selection of the contiguous series (a possible 
source of information for Webern’s music might be the issue of Die Reihe dedicated 
to Webern, and Papaioannou’s own serial analyses of the Variations Op. 27 for piano 
and the Symphonie Op. 21).^  ^ Second, the non-avoidance of tonally reminiscent 
elements—both in the construction of the series and as a possible motivation for 
specific serial structures—mirrors possibly the most discussed characteristic of Berg’s 
twelve-note music, which, according to Humphrey Searle (1954: 98), proves that 
‘tonal composition is clearly possible within a twelve-note fi*amework’.^ ^
Taking as a starting point this brief attempt to locate Papaioannou’s twelve-note 
technique in the three piano works in the context of his own knowledge of the 
methods of Schoenberg, Berg and Webern, the following discussion will centre on 
three categories: the series, the serial working and, finally, the small- and large-scale 
form and how it is articulated by aspects of the serial structure and by other 
compositional parameters. The discussion has as a point of departure ideas developed 
in the recent analytical thinking on the twelve-note music of the so-called Second 
Viennese School.
The Series
The intervallic contents of the basic twelve-note series of the three piano works (listed 
in Ex. 4.10) are not characterized by a recurrent element such as, for example, ic 1 in
Papaioannou’s copies of these works by Webern, kept in P. L., bear analytical annotations. 
Eimert 1950 (: 151) also includes a whole section on this issue.
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the series of Wehem/^ Nor does there seem to exist a consistent concern with specific 
notions such as comhinatoriality (typical of Schoenberg) or symmetry (characteristic 
of Webern). However, there is a recurrent aspect in aU three series, which draws a line 
of continuity with all of Papaioannou’s music so far: the pentatonic subsets 3-7 
[0,2,5], 3-9(12) [0,2,7] and 4-23(12) [0,2,5,7], shown in Ex. 4.10, give rise to 
harmonic and motivic configurations that resemble those of Papaioannou’s music 
from his ‘tonal’ period.
Moreover, the reappearance of specific pc sets within the series, and not only of the 
pentatonic ones, creates invariant segments also between the serial forms—invariant 
in preserving the same pcs but not necessarily their order. The most representative 
example of Papaioannou’s continuous concern with invariants is given by the series of 
the Sonata. Ex. 4.11 lists the invariant relationships fostered by the intervallic 
structure of the series. Firstly, two seminal dyadic invariant relationships are, 
however, of importance since they concern dyads at the boundaries of the series, and 
thus they facilitate elisions between serial forms related as P-0 to P-5, as well as those 
related as P-0 to I-O (the latter being the natural consequence of the inversional 
equivalence of the intervals of perfect fourth and fifth, the intervallic relationships of 
{1} to {11} and {12}). As demonstrated in Ex. 4.11b, P-0 and 1-0 also illustrate a 
wider and particularly close relationship. This might explicate Papaioannou’s usual 
practice in both the sonata forms of this work (movements I and HI) to start the 
thematic recapitulation with serial forms related as 1-0 to P-0 to those of the 
exposition. Nevertheless, this relationship is neither preserved (the continuations of 
the themes seem more concerned with preserving the axis of inversion) nor is 
compositionally projected by a particular segmentation. In addition, even in the case 
in which another invariant relationship—described in Ex. 4.11c—is projected, as 
shown in Ex. 4.12, this large-scale association of the recapitulated section with the 
exposition is of a local character and thus extremely difficult to perceive aurally. In 
the Sonata, in general, the invariance between different forms is mainly employed in 
linking the contiguously or simultaneously unfolding serial forms. The relationships
As Katiuyn Bailey has demonstrated in detail, the minor second is a prominent element o f most of 
Webern’s series and in some cases, such as in the Trio Op. 20, it becomes ‘a strongly cohesive device, 
giving the piece an aural unity that easily survives the strain exerted by a pointillistic style’ (Bailey 
1991:18).
This holds specifically for theme A and the first section of theme B of the first movement, and for 
theme A of the third movement. See also the serial tables in Appendix m .
146
demonstrated in Exs 4.1 Id and 4.l ie  are repeatedly used in this way. The last one 
exhibits the tetrachordal invariance between series related as P-0 to 1-7 and is the most 
important since it is also related to the recurrent use of tetrachordal partitioning. This 
invariance is the result of the reappearance of pc set 4-Z15 at both the boundaries of 
the series (order numbers {1-4} and {9-12}). In its harmonic form this pc set 
functions as a harmonic phrase marker by its punctuating role in formal articulation 
(see, for example, bb. 32i, 41 and 51 of I).
The series of the Suite exhibits also a large invariance: those related as P-0 to 1-4 are 
hexachordally invariant, and thus the ones related as P-0 to RI-4 are combinatorial 
(see Ex. 4.13). However, the extant sketches demonstrate that Papaioannou was 
possibly not aware of this relationship.^^ This can be also inferred from the fact that 
combinatorially related serial forms are very rarely combined throughout the work, 
and thus this notion has no impact on the form (with the systematic creation of 
aggregates in delineating sections), and no control of the harmony (with the 
systematic use of the aggregate as the fundamental unit of progression) as in late 
Schoenberg.^^
The pentatonic segments in all three series are also representative of a wider 
embracing of diatonic inflections and, thus, of tonally reminiscent elements in serial 
construction—pc set 3-7, in particular, repeatedly yields ‘minor seventh’ formations 
(as in Invention IE). As shown in Ex. 4.10, triads are embedded into the series of the 
Inventions and of the Suite (between order numbers {9-11} in the first and {7-9} in 
the second), while the pitch content between order numbers {4-10} in P-0 of the 
Sonata corresponds to that of the B major scale. Papaioannou often manipulates the 
series so as to emphasize these tonal associations. For example, the B major 
‘potential’ of P-0 of the Sonata is exploited at the opening of the third movement: 
against the ostinato figure which gives metrical emphasis to B, many elements of the 
upper voice can be heard as diatonic to B major (see in particular the 4^- like B-based 
sonority in bb. 8 i and 9i,ii in Ex. 4.14). This sense is emphasised by the B major triad
It is worth mentioning that the extant sketches for both the Sonata and the Suite are meagre. For 
example, the invariant relationships outlined above for the series of the Sonata are not annotated in the 
sketches. In addition, it might be interesting for future research to note that I located in P. L. some 
sketches of the Suite, in addition to those that were naturally included in P.A., File 22.
These issues are more or less developed in all the existing literature on Schoenberg. For a 
comprehensive overview see Haimo 1990.
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in b. lOi. This triad, which is not embedded into the set, stands out as an articulative 
element that can be easily perceived aurally. The same sense seems to be valid also 
for the F# major triad at the very end of Invention VIE: this triad, which is one that is 
embedded into the series, enhances the cadential feeling that is also created by the 
repetition in the l.h. (see Ex. 4.15).
As Edward T. Cone has pointed out in an early but remarkably penetrating critical 
discussion on the issue of tonal references in non-tonal environments (in the article 
‘Beyond Analysis’ of 1967), these references function ‘not so much syntactically as 
associatively, bringing with them implications of the orientational and expressive 
values inhering in tonal contexts’ (Cone 1989: 71).^  ^Straus, focusing on the use of the 
triad in such environments, underlines that it ‘retains its sonorous identity but not its 
structural power’ (Straus 1990b: 75).^ ® More specifically, in relation to the 
reappearance of the triad within the serial context of Stravinsky’s In Memoriam Dylan 
Thomas, he argues that it ‘functions as a point of repose’ and ‘retains its sense of 
stability and rootedness but is otherwise stripped of its traditional function’ (Straus 
1990b: 76-77). The same sense seems to be provided by the triad at important points 
of formal articulation in the above-mentioned examples by Papaioannou. Moreover, 
this is another element of continuity with his previous music. As has been discussed 
in previous analyses, the final triad—of a section or of a whole piece—in many cases 
neither comes as a natural outcome of the preceding tonal argument, nor does it 
function as a form-generating power as in common-practice tonality.
Finally, the serial structure of the three piano works demonstrates a continuing 
concern with derived series. In the Inventions and the Suite these are used in later 
formal parts, mainly in sections with developmental character.^^ Except for the 
numerical derivational procedures already discussed, Papaioannou in the Suite also
The issue is also discussed in Berry 1976: 172-180, Pople 1991: 65-90, Headlam 1996: 199-200, 
Kurth 2001 and it is central in Silvina Milstein’s approach to Schoenberg’s music (Milstein 1992).
Richard Kurth develops a similar view in relation to the tonal references in Schoenberg’s twelve-note 
music. He points out that ‘the sense of tonal agency during these moments often has an illusory quality, 
and it often arises from mere appearance {Scheiii) than from actual structural function’ (Kurth 2001: 
246). Similarly, Nicholas Cook, discussing ‘tonal colorations’ in Schoenberg’s Op. 33a, argues that 
they function ‘as a play of light and shade, and as a recognizable sonority for highlighting important 
points, but without any deeper connection with the musical structure’ (Cook 1997: 333).
* In the draft manuscript of the Sonata Papaioannou reminds himself, in the margins of the manuscript 
paper, to use derived series in the development sections (see P.A., File 20). However, he did not finally 
use these series. 1 have not figured out any possible structural reasons for this change of plan.
148
employs the derivational operation demonstrated in Ex. 4.16: he derives two new 
series (YP and XP) through the tetrachordal and trichordal vertical partitioning of the 
basic series by extracting the newly formed linear segments. The derived series are 
used in the development section (bb. 22ff) of the sonata form of the last movement 
(VIII). The pc set association of the derived series with the original ensures the sense 
of development of specific motivic particles that have been significant in the two 
themes. For example, the trichord 3-3, order numbers {5-7} and {9-11} of YP (see 
bb. 22iv-vi/r.h. and 24ii-iv/r.h.), connects to theme A, while 3-5, order numbers {6- 
8} and {10-12} of XP (see b. 25i-iii, v-vii/r.h.), connects to theme
Serial working*^
Papaioannou uses both the simultaneous unfolding of different serial forms and their 
successive presentation—-the two twelve-note set handlings with which Bailey 
describes the twelve-note music of Webern using the terms ‘linear’ and ‘block 
topography’ respectively (Bailey 1991: 31). In addition, sometimes he employs the 
parallel presentation of segments of the series in a Schoenbergian manner. The 
predilection for the simultaneous unfolding for the first stages of the form in the 
Inventions and the Sonata seems a consequence of the identification of the set with 
thematic statements, while the serial structure of the Suite employs mainly block 
topography. Although there are instances, such as the opening two bars of the Suite 
Yin (Ex. 4.17), in which the harmonies in either the linear topography or, as here, the 
parallel unfolding of segments of the series are, mostly, equivalent to those embedded
^ Order numbers {6-8} and {10-12} ofP outline the trichord 3-3 and {3-5} and {9-11} the trichord 
3-5. The first trichord is die initiating melodic fragment of theme A and the second of theme B (b. 15).
^ In this section I focus on the possible rationales that govern the small-scale linking o f the series. I 
discuss the relationship of the serial structure to formal structure in the next section.
From the sketches of both works it appears that the two series might have been conceived as the 
themes of the opening movements (see P.A., File 20). This is again a suggestion of Schoenberg’s 
notion of comprehensibility, this time applied to the serial structure. Schoenberg himself 
characteristically notes that ‘one could perhaps tolerate a slight digression from this order [of the basic 
set]...in the later part of a work, when the set had already become familiar to the ear’ (Schoenberg 
1950: 117). The same notion seems to explicate the unaccompanied first presentation of the reordered 
series in Papaioannou’s Invention V.
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into the set, this does not appear as a systematic characteristic in the twelve-note 
handling in the three piano works.^^
However, the recurrence of three characteristics determines a large part of the serial 
working in all three piano works, and thus allows for their categorization as follows:
a) the use of invariants links successive or simultaneous presentations of the 
series,
b) the serial structure is determined by extra-musical notions, as explained 
below,
c) the objective of the serial structure seems to have been the reference to tonal 
elements, or, as Pople points out in his analysis of Berg’s Violin Concerto, 
‘the accommodation of some preconceived musical pattern into a serial 
context’ (Pople 1991: 82).
The aspect of a) is the only one that relates to the internal structure of the series. A 
representative example of a closely connected serial substructure, which makes use of 
the invariant potential of the series, is provided by the opening section of Sonata HI. 
Ex. 4.18 lists the invariant relationships between the successive serial statements (the 
letters refer to the listing of these relationships in Ex. 4.11; most of the non-listed 
relationships are also close, because they are between series related as P-0 to R-0). In 
its conceptual basis, this aspect suggests an analogy to Papaioannou’s continuing 
concern with closely connected thematic and motivic formal structures.
A quite different procedure, in terms of its relationship to the properties of the set, is 
discerned in the overall serial structure of the Inventions XI and XU and of the Sonata 
II. In these movements the serial working is regulated by background logic of an
{3-5} and {9-11} o f?  outline the trichord 3-5, {4-6} the trichord 3-8, {8-10} the trichord 3-10, {7 -  
10} and {9-12} the tetrachord 4-18 and {8-12} die pentachord 5-31.
This notion is central in Martha Hyde’s organicist analytical approach to Schoenberg’s twelve-note 
technique in her various writings (‘organicist’ in that surface harmonic elements but also wider issues 
such as the formation of metre and the creation of form, which are seemingly unrelated to the twelve- 
note set, are presented to be derived from the set) (see Hyde 1982 and Hyde 1985). Without aiming at 
an in-depth critique o f this approach, 1 would like to mention that althou^ it is intellectually engaging 
and provides thoroughly-argued answers on the ‘harmonic’ and the ‘form’ problems o f Schoenberg’s 
twelve-note music (mainly its early stage, such as Op. 29), 1 agree with Ethan Haimo’s reservations 
concerning the selectiveness of the method of approach and the consideration of ‘around the comer’ 
harmonies (for example a tetrachord with order numbers {11, 12, 1, 2}) as being embedded into the set 
(Haimo, 1990: 31-32, especially footnote 32).
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algorhythmic nature, which has been imposed from outside since it does not relate to 
the properties of the series. Invention XI is based on the succession of all the serial 
forms of the same transpositional level following the order P, R, I and RI and starting 
from P-0 up to RI-8 (P-0, R-0, I-O, RI-0, P-1, R-1, I-l, RI-1, etc.), while the same 
succession is also followed in Invention XII, this time until the cycle of the 48 row 
forms is completed (before the beginning of the Toccata in b. 44).^  ^The geography of 
the series in the extant tabulation of the 48 serial forms of this work in Papaioannou’s 
own hand suggests a possible motivation for this serial structure: the serial forms are 
written out so that each one of the twelve staves includes the four serial forms of each 
level of transposition in the order P, R, I and RI; from top to bottom the series are 
arranged in ascending semitones.^^ Thus, this table might have acted as the visual 
prompting for these serial structures, since they can arise from the horizontal 
‘zigzagging’ around the table from top to bottom. A similar observation holds also for 
the serial structure of Sonata If which is based on the succession of all the RIs, all the 
Is, all the Rs and all the Ps starting with RI-11 and ending with P-0. Even though the 
tabulation of the 48 serial forms is not among the meagre extant sketches for the 
work, this time the vertical zigzagging around the table (starting from the low comer 
on the right and proceeding to the left) could provide the serial stmcture—in this case 
the zigzagging process is not followed literally: Papaioannou follows the last column 
from bottom to top, like the previous one, possibly in order to finish with P-0 and thus 
to provide a link to the next movement which starts with the same series. As Bailey 
has pointed out on the relationship of the tabulations of serial forms and 
compositional decisions by Webern, approaches of this sort cannot be overestimated, 
as it holds for them the ‘chicken and egg’ conundrum (Bailey 1996). Moreover, the 
very significance of the twelve-note plans of the above-mentioned movements is 
debatable. Since they are not based on stmctural properties of the series, the aural 
perceptibility of their inner logic becomes a problematic issue: for example, the 
omission of R-5 in Invention XI, possibly a ‘mistake’, is impossible to perceive 
aurally.
^ See the serial tables o f these movements in Appendix III. The same succession, up to RI-2, is also 
used in the introduction of the Sonata (up to b. 21).
87 See P.A., File 20.
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On the other hand, the third aspect of serial working in these works seems to stem 
exactly from ‘playing’ with the listener’s previous aural experience. Thus the triadic 
groupings of non-contiguous elements of the series at the opening of the Sonata, and 
the D major diatonic elements which are extracted from the serial structure in the 
upper voice of Suite I, can be perceived as such (see Ex. 4.19).^  ^ Moreover, the 
objective of the serial working at the end of all three works seems to be the production 
of fifth relationships, which cany with them their association with the sense of finality 
in tonal cadences. In the Inventions the final canonic presentation of the theme is 
heard by fifth-related serial forms (b. 87 in Ex. 4.20a). In the Sonata the rhythmically 
and metrically emphasized F# at the bottom of the texture in b. 227 is fifth-related to 
the final B in b. 229 (see Ex. 4.20b). Finally, in Suite VIII the C# in b. 52 (see Ex. 
4.20c) appears out of twelve-note sequence and is fifth-related to the emphasized G# 
(with the marcato sign) of b. 51iv—in this instance, the repetition and the 
monophonic texture makes the reference clearer.^^
Serial structure and other compositional parameters in the articulation of small-
and large-scale form
Many movements of the three piano works outline large-scale formal designs and 
formal types derived from different periods of the Western musical tradition: Suite IE 
is a ricercare. Invention E and Suite VE are fugues. Sonata I and IE and Suite VIE 
articulate sonata forms. Suite IV emulates a Scherzo in binary-ternary form, while 
Suite V and Invention VIE articulate a ternary formal design and Invention I a binary 
one. Even in the cases in which the large-scale form does not outline a traditional 
model, the form-building processes of these models—repetition and development— 
operate at the level of phrase structure often resulting in antecedent-consequent or 
ternary phrases. Moreover, texture also replicates traditional models such as melody-
An undated, early sketch (early because it comprises experimentation with two different series) 
demonstrates that the extraction of diatonic scales from the series was a precompositional concern of 
Papaioannou, and seems an important factor in choosing the series that is finally used in the work. This 
sketch is situated in P.L. in a file comprising several notes in his own hand.
Taking into account the contrapuntal texture of the most part o f these pieces, the way that the bass 
provides a sense of closure is another reminiscence of Bach: while for the most part o f Bach’s works 
the bass is equivalent to the other constituents o f the polyphonic fabric, in cadential situations it 
assumes an harmonically organizing role.
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accompaniment, imitative and rhythmically complementary counterpoint and canonic 
and stretto structures.
The plausible question that arises is why Papaioannou uses extensively these elements 
of the musical past in the first works in which he experiments with the twelve-note 
technique as the only constructive basis of his music—the technique which, as 
previously discussed, he perceived as the most important recent stage in the 
evolutionary process of music history. With regard to the formal models, the aspect of 
convenience might provide an initial answer, as Mantzourani suggests analogously for 
Skalkottas: ‘As Skalkottas focused on the cultivation of a new harmonic idiom [by 
using several twelve-note series], traditional formal prototypes conveniently provided 
him with predetermined structural frameworks’ (Mantzourani 1999: 131). A further 
level of understanding is provided by Papaioannou’s own perception of the 
ontological relationship of the new with the old in Western musical tradition. This 
perception is expressed in an interview of 1958, in which he argues: ‘The authentic 
contemporary music, by which I mean the creations of genius composers, is related 
very well to the past, it is a consequence of evolution’ (Karavia 1958). Thus 
Papaioannou did not perceive the new in opposition to the old, and this is something 
that he also implies in his lecture on the Second Viennese School, in which he 
underlines the high regard of Schoenberg, Berg and Webern, and of the ‘authentic 
creator’ in general, to the ‘attainments and the lessons of the past’ (Papaioannou 1968: 
18).
Moreover, the use of formal prototypes and traditional textures has been consistent 
throughout Papaioannou’s changes of stylistic orientation up to the three twelve-note 
piano works, possibly as the result of his early musical training. The use of traditional 
formal designs, specifically, is discerned even in cases in which it could be deemed 
unexpected. Such is the case of the programmatic Vassilis Arvanitis, Symphonic 
Legend in Eleven Pictures of 1945 based on the novel of the same title by Myrivilis, 
in which many pictures are articulated by established formal outlines: for example, in 
two pictures the contrasts of the extra-musical narrative are conveyed by the thematic 
opposition which articulates the sonata form of both movements.^®
See the thematic analysis of the work by Papaioannou himself in P.A., File 8.
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Papaioannou’s use of sonata form, in particular, in the twelve-note contexts of the 
Suite (Vni) and Sonata I and HI, can be interpreted as emblematic in two additional 
respects. As argued by Baüey, the ‘sonata occupies a position of particular 
preeminence in Western music as an acknowledged vehicle for the expression of lofty 
ideas’ (Bailey 1991: 153). Rosen, similarly, refers to the function of sonata form in 
the nineteenth century as the ‘vehicle for the sublime’ (Rosen 1988: 336). Discussing 
the use of the form in the twentieth centuiy, Straus argues that:
The sonata form epitomizes common-practice tonality and, to the 
twentieth-century mind, seems laden with the tremendous weight and 
prestige of that repertoire. It has been the magnet of attention for 
twentieth-century composers who attempt, by using this form in their 
own music, to come to terms with their musical heritage.
Straus 1990b: 96
For Papaioannou sonata form seems to have been an important component of his own 
perception of the history of music from his early musical studies (as discussed in 
Chapter Two, he wrote a tonal sonata in his exams for the diploma in composition). 
Therefore, his employment of the sonata form in combination with the adoption of the 
‘advanced’ twelve-note idiom seems to operate as a means on one hand to suggest the 
significance of this adoption, and, on the other, to claim his own compositional 
identity as part of the continuous line of the Western musical tradition.^ ^
With regard to the general use of established forms and formal types by Papaioannou 
in the three piano works, this can also be understood as intending to aid 
comprehension. This issue is discussed above in relation to the general combination 
of traditional forms with twelve-note technique in the music of Greek composers 
during this period. Thus, here, it is suffice to mention that it seems to hold for 
Papaioannou, on a broader scale, what Milstein argues for Schoenberg’s Piano Suite 
Op. 25: ‘The use of historical dance-forms indicates his reliance on the idioms.
In addition to what has already been discussed concerning Papaioannou’s perception of the Western 
musical tradition, it is interesting to note that this perception as a continuous line is also depicted 
schematically in his choice o f posters for the reception hall of his last residence in Ekali, Athens: the 
self-portrait of Schoenberg stands beside a portrait of Bach.
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hierarchies and expectations of the prototype’ (Milstein 1992: 19).^  ^For Papaioannou 
this idea possibly also suggests another side of his pedagogic concern with 
disseminating the twelve-note technique in Greece during this period: the use of a 
familiar formal outline is expected to allow and aid the listener to concentrate on and 
be acquainted with the twelve-note content.
In Papaioannou’s three piano works the references to the formal prototypes range 
from imitation of stereotyped surface gestures of tonal origin to large-scale formal 
analogies. The following four examples are representative. In both fugues (Invention 
n  and Suite VII) the answer is fifth-related to the subject (see Exs 4.21a and 4.21b). In 
Suite V it is the opening antecedent-consequent-like phrase structure that imitates 
tonal models: in the consequent (bb. 3 ^ ,  see Ex. 4.22) the low texture is a fifth- 
related repetition of the upper part of the antecedent. On a larger scale, an important 
part of the overall formal structure in the recapitulation of theme B in the sonata form 
of Sonata IE is fifth-related to the same material in the exposition, in analogy to the 
harmonic practice in the classical sonata form (see bb. 47-51 and 166-170; these 
sections delineate the end of the first larger section of theme B and its recapitulation, 
before the developmental extension that follows in both cases).
In all these instances the transposition at the fifth does not relate to the internal 
intervallic structure of the series, since the fifth is not the most prominent interval in 
the series of both works.^^ In this respect, these examples can be critically assessed in 
the light of Boulez’s criticism of Schoenberg for not exploring the potentialities of the
Milstein further argues on the relationship of Schoenberg’s concept of comprehensibility with the use 
of pre-existing forms as follows:
The fusion o f the twelve-note method with Baroque and Classical forms furnishes a 
composition with a repertoire of fixed relations existing prior to the particular 
composition, thus providing a more stable context of reference and expectation than 
that which existed in the atonal works.
Milstein 1992: 17
It is worth underlining that here I discuss Papaioannou’s possible intentions in using the pre-existing 
formal moulds. The way these forms are articidated (successfully or not) is discussed later.
Regarding the entries in fiigues, both fugues are in three voices and in both the transpositional plan 
of the exposition outlines the trichord 3-9(12). Very often Papaioannou also followed this plan in 
fugato sections in his previous music (a representative example is given by the first movement o f the 
Concerto for Orchestra). Although in this case there seems to be an mtemal raison d'être for this plan, 
because it is linked to the pentatonic melodic and harmonic material, in the three twelve-note piano 
works it can be understood as an element of continuity between Papaioannou’s changes of stylistic 
orientation.
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twelve-note technique to create form and, instead, employing formal models of the 
past:
Since the pre-classical and classical forms which predominate are 
historically unconnected with the dodecaphony, a yawning chasm 
opens up between the infrastructures of tonality and a language [the 
twelve-note technique] whose organizational principles are as yet but 
dimly perceived. Not only does the actual intention fail, since the 
language is not supported by the architecture, but the very opposite 
happens: the architecture annuls any possibility of organization that the 
new language may possess.
Boulez 1991: 212
However, there are certain aspects of form, especially in the Suite, that can be 
understood as a reflection of the intervallic properties of the twelve-note series. In 
order to demonstrate this, I will employ ideas developed by Straus in his analyses of 
Schoenberg and serial Stravinsky. Especially with regard to Schoenberg, Straus’s 
approaches, as well as that of the other organicist reading of Schoenberg’s twelve- 
note music by Hyde (in Hyde 1982 and Hyde 1985), intend to underline the fallacy of 
Boulez’s above argument. More specifically, Straus, analysing Schoenberg’s 
Klavierstiick Op. 33a, argues that ‘the large-scale progression of the piece composes 
out its initial melodic idea’ (Straus 1990a: 179). He makes this observation in the light 
of the relationship of the three combinatorial areas heard throughout the piece with the 
initiating three notes of the piece, since both outline the same pc set (3-9).^ "^  
Moreover, analysing late Stravinsky, Straus demonstrates different ways in which 
‘discrete formal blocks are linked by purposeful transposition’ (Straus 2001: 130)— 
‘purposeful’ in that it is associated with the intervallic structure of the series.
With regard to the twelve-note piano works of Papaioannou, this approach will be 
discussed in the next three examples, all taken from the Suite. As shown in Ex. 4.23a, 
the transpositional levels of the almost sequentially treated two-bar opening pattern of 
the first theme of the sonata form of Suite VIII outlines the trichord 3-5, which is 
embedded twice in the series ({3-5} and {9-11}). On a larger scale, in the fugue in
A twelve-note combinatorial area consists o f the combinatorially related serial forms and their 
retrogrades (see Straus 1990a; 178). Another approach to Schoenberg by Straus, with the same 
organicist agenda, is included in Straus 1990b: 121-132, where he demonstrates Schoenberg’s 
reinterpretation of sonata form in the first movement of the Third String Quartet through the 
revisionaiy strategy of symmetricization.
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Suite Vn, the transpositional path of the inverted expositions of the subject in its 
original rhythmic setting (in bb. 9, 16 and slightly varied in b. 20) projects the 
intervallic succession of the head motive of the subject (see Ex. 4.23b). Here it is 
more probable to perceive the relationship, because the first notes of the inverted 
subjects are in pitch and rhythm identical to the opening motive. Suite El 
demonstrates a weaker case: as shown in Ex. 4.23c, the transpositional levels of the 
transposed appearances of the theme of the ricercare in its original rhythmic setting 
throughout the piece project the intervallic sequence of the series form employed in 
the theme, albeit without keeping the direction of the intervals in their initial 
presentation within the theme.
Notwithstanding these examples, such a reading for the rest of the movements of the 
three piano works gives positive results only occasionally at a local level and does not 
add to a unified perception of the whole.^^ However, a sense of continuity in the 
overall form is attempted by an aspect that has been central also to the two multi­
movement piano works of Papaioannou of the previous years (the Humoristic Suite 
and the Corsair Dances): the motivic cross-references between the movements and 
the overall cyclic structure, which appear both in the Sonata and the Inventions. More 
specifically, the final gesture in Invention I (bb. 26-28), instead of perorating previous 
events as in the traditional coda, is more a link to the theme of the subsequent 
Fughetta, mainly by its rhythmic structure; moreover, the main rhythmic motive of 
Invention IX is foreshadowed in the previous movement (in the middle formal section 
of Invention VIE, in bb. 9-14), while the emphatic return of the dotted figure in the 
restatement of the theme of Invention I in Invention XE and the Toccata (in bb. 45- 
46ii, 57-60, 64iii-65 and 88-90) provides a cyclic dimension to the overall form. In 
the Sonata, the dotted figure gives a distinctive character to the second part of the 
second theme of I (bb. 118-129) and relates to the introductory gesture (bb. 1—4). 
Moreover, it gains importance in E and reappears near the end of IE (in bb. 210-215)
A different kind of organic reading, however, can be applied in Invention XII. In this case different 
levels of structure relate to each other but not to the twelve-note series. The semitonal melodic 
succession is a central element in the opening gesture: see in bb. 1-2 the upper voice (ab-a-bflat), and 
in bb. 4-6 die middle-voice semitonal descent from g to f  and die low-voice semitonal successions C-B 
and A-Ab. On a larger level semitonal motion plays an important role since it regulates the emphatic 
presentation of the main theme in the lowest register in bb. 45-46Ü, 49-50Ü, and 54-55iii, providing 
also an underlying motion that connects the Allegretto and the Toccata. On a larger scale still, the 
semitonal succession regulates the transpositional cycle o f the series related as P-0, R-0, I-O, and RI-0 
from the beginning of Invention XE up to b. 44.
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in a varied and extended restatement of the beginning of the introduction of the work 
which rounds off the overall formal structure. In addition, the reappearance of the 
opening gesture of theme A of I (bb. 32-35i, upper voice) as the initiating theme of III 
is anticipated in II both by the emphasis on the rhythmic motive semiquaver rest plus 
3 semiquavers in the last section of II (bb. 46-51) and the occurrence of the melodic 
motive that employs the first five notes of the series in P form in b. 47i-ii.
In spite of these large-scale formal interrelationships (and also bearing in mind the 
unfeasibility of perceiving every aspect of form as emanating from the properties of 
the series), the following discussion examines how form is related not only to aspects 
of serial structure, but also to other compositional parameters. These parameters 
contribute to the reinterpretation of the functional presuppositions of the used 
traditional formal moulds and also provide formal articulation in the cases in which 
form does not outline a pre-established pattern.
Serial structure and form
Having noticed the importance that Papaioannou assigned to the identification of 
invariant segments between different serial forms even from his very first attempt 
atthe twelve-note technique in the Songs o f the Lake, it is not surprising that many 
aspects of formal articulation in the three piano works can be understood under the 
concept of invariance. A preliminary example of how Papaioannou seems to exploit ' 
the invariant properties of the series is given by the theme of the ricercare of Suite HI. 
As shown in Ex. 4.24, pc set invariance together with the inverted contour of the 
ending gesture in relation to the opening create a sense of internal balance and 
closure.
Regarding pitch invariance, Papaioannou’s concern to provide formal articulation by 
the deployment of invariants in framing formal units is indicated by the sketches of 
the Sonata. In the extract reproduced in Ex. 4.25, Papaioannou juxtaposes two 
superimposed pairs of series, of which the second starts with the last dyad of the first 
and closes on the initiating dyad of the first, while a palindromic intervallic structure
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accrues as well.^  ^Different levels of formal structure in all three piano works follow 
this scheme, particularly concerning the return to the pitch level of departure and not 
its palindromic aspect. As Milstein argues on the same issue in Schoenberg’s atonal 
and twelve-note music, the invariants at the boundaries of formal groupings perform 
an important articulative role (Milstein 1992: 5-43).^^ This approach is open to 
dispute since one could argue that in order to give aurally perceptible results it 
presupposes either ‘perfect pitch’ on the part of the listener or the existence of a 
recognizable background progression, even of a contextual nature, that would relate 
the micro- and macro-structures and raise the expectations for the re-emergence of the 
opening pitches at the very end (in other words, what is missing is the sense of 
instability created functionally, by some sort of anacrusic sense). However, this 
approach is also very useful in reflecting Papaioannou’s possible conceptual—at 
least—basis of providing formal articulation. In addition, it is significant to mention 
that in Papaioannou’ s music the aural perceptibility of this aspect of pitch structure is 
frequently enhanced by other parameters, such as motivic or thematic repetition, 
rhythmic affinity, relationship of melodic contour, registral invariance and similar 
texture, as is later discussed in more detail.
On the level of phrase structure examples of return to the initiating pitch level in 
rounding off form are found in all three piano works. In Invention II the return to the 
initial trichord on the same registral level (eb\ f \  ab^) articulates the exposition of the 
Fughetta (see Ex. 4.26a); in the Suite V the A' section of the ABA' thematic formal 
design^  ^ is framed (in bb. 17i-ii and 21iv-22i) by the trichord C#, A, Bb, which is 
created each time by members of different serial forms (see Ex. 4.26b).^^ On a slightly 
larger formal scale, the brief Suite I closes by returning to the opening harmonic 
trichord (employing pcs Eb, F and D) in the same textural disposition (in bb. 15-16, 
see Ex. 4.26c), while the final gesture of the upper part employs the notes of the
^ See P.A. File 20. The relationship annotated in Ex. 4.25 is not annotated by Papaioannou on the 
sketch.
In a more general perception of invariants in Schoenberg—and not only o f those framing the form—  
Straus interprets them as creating an ‘associative path through the music’ (Straus 1990a: 148).
A: bb. l-6iii, B: bb. 6iii-16 and A': bb. 17-22. The form is created by thematic differentiation 
between sections A and B, which results from rhythmic factors (for example, the quaver triplet motive 
acquires importance in B), but also from serial structure (through the melodic use o f R forms for tiie 
first time in B). Changes of tempo (rit. in b. 6i-ii) and metre (in b. 16, just before A') reinforce formal 
articulation.
^ Similar cases in Sonata I will be later discussed as part of a larger analysis.
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opening (bb. 1-41) on the same register (bb. 13-16, only exception: the c# in b. 13i)— 
the sense of closure is enhanced by the overall balanced shape of these gestures.
Thus the return to the initiating pitch level delineates formal divisions, which are 
created mainly by motivic factors, and also suggests that certain pitches gain focus. 
This aspect is also discerned in the serial structure. The return to the opening serial 
form is a further aspect in the delineation of both the small- and large-scale formal 
articulation in many cases in these works. Characteristic examples are given by the 
second thematic area and the recapitulation of the first in the sonata form of Suite VIII 
(bb. 15-21 and 33-38 respectively), and also by the first formal section of Invention 
XI (bb. 1-11). In Suite VQI, the appearance of R-0 in both bb. 15 and 21 delineates 
the boundaries of theme B—the common melodic trichord of the upper voice 
(consisting of pcs A, Bb and E) makes this association clearer. Moreover, the 
metrically varied restatement of the first theme does not follow literally the 
transpositional scheme of the almost sequential repetition of the opening two-bar unit 
in the exposition; thus the return in b. 37 to the serial form of the beginning of the 
recapitulation (RI-2) creates, albeit on an abstract level and only momentarily, the 
sense of stability which is traditionally associated with sonata form recapitulations. ^®® 
Finally, in Invention XI the return to the opening serial form P-0 in bb. 10-11, 
together with the homophonie texture of b. lli i  and the subsequent rest, provides a 
clear articulation before the beginning of the ascending semitonal journey of the serial 
forms in the next bar.
On a larger scale, in Invention XE and the Toccata important formal junctures are 
delineated by the recurrence of the opening serial form P-0: the end of the Invention 
(bb. 45-46Ü), the beginning of the Presto (b. 66) and the beginning of the final 
gesture {Presto in b. 91) (see the serial table in Appendix IE). More generally, in the 
Inventions the return to the opening serial structure assumes a strategic role in the 
overall formal plan in another seven of them (in addition to XE), listed in Fig. 4.1. In 
four of them (E, IE, VEI and IX) this return supports a thematic reprise, thus
It has to be stressed that the sense o f stability here is limited in the recapitulation of theme A and is 
not extended in the relationship of themes A and B, as in the traditional sonata form recapitulations. 
Moreover, since serial transpositions are permutations of pitches, this sense of return and stability is 
experienced very differently from that o f a return to a single pitch or a chord.
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enhancing the perception of the overall ternary formal design. Invention II is a 
characteristic example: the final exposition of the theme of the Fughetta reappears on 
the pitch level of its first appearance P-0 (in b. 32iii, upper voice); the status of this 
serial form as the overall referential pitch level is also strengthened by the 
omamental-like (since it uses a series of a semitone lower, P-11) stretto presentation 
of the theme in bb. 33iiiff in the lowest voice, and the return of the ‘head’ of the 
theme on its initial pitch level in rounding off the overall form, in the lowest voice of 
bb. 37iii-38i. In the remaining three of the Inventions listed in Fig. 4.1 (I, VII and X) 
the return to the opening serial structure articulates the overall form but the sense of 
return is motivically enhanced only in VH (in bb. 23ii-iii).
As will be discussed in detail later, large-scale return of the same serial forms is not 
employed by Papaioannou as a means of reinterpreting the tonal plan of the classical 
sonata form in either Sonata I or HI. Nevertheless, in both of them the opening serial 
form (P-0) reappears at the very end: in I in the lowest voice of bb. 243-247 and in HI 
in b. 226. In I this re-emergence enhances the sense of formal closure because it 
supports the last reference to the opening theme of the sonata form. Considering that 
this theme provides also the opening of the first theme of Sonata HI using the same 
serial form, these appearances of P-0 at the formal boundaries of the outer movements 
of the work elevate it to the status of the overall referential pitch level.
In this respect, in the Sonata, but also in the Inventions, P-0 can be understood as 
being treated as a metaphor of an overall tonic—while the serial forms that frame 
each of the Inventions of Fig. 4.1 act similarly on the level of movement. This is 
reminiscent of Webern’s ideas on tonal analogues in the reinterpretation of extended 
forms by twelve-note means:
In bb. 11, 15iv and 13 of III, VIII and EX respectively.
This return is further emphasized by the thinner texture and also by the repetition o f the opening pcs 
of the subject (Eb, F) by the middle voice in b. 33. This is the result of the invariance in their opening 
dyads of the serial forms employed by Papaioannou (P-0 and 1-2).
Similar observations can be made also for the 12 Inventions and Toccata: as already shown, P-0 
occurs at the formal boundaries of I and of XII and the Toccata, while the overall association o f the 
outer movements of the work is also created by the cyclic character of the thematic structure; the fact 
that the recurrence, in b. 45 of XU, o f the characteristic dotted figure o f the thematic material of I 
coincides with the reappearance of P-0 underlines the point of intersection between the two aspects of 
pitch structure (thematic and serial) and reinforces the sense of overall closure in Invention XII and the 
Toccata.
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The original form and pitch of the row occupy a position akin to that of 
the ‘main key’ in earlier music; the recapitulation will naturally return 
to it. We end ‘in the same key!’ This analogy with earlier formal 
constructions is quite consciously fostered; here we find the path that 
will lead us again to extended forms.
Webern 1963: 54
In Papaioannou this notion can be extended to encompass all four ‘basic’ serial forms 
(P-0, R-0, I-O and RI-0). Since all three piano works begin with these four forms (see 
the serial tables in Appendix HI), it can be deemed that these define a ‘tonic area’, as 
Straus (2001: 17) notes for similar serial structures in early twelve-note Schoenberg— 
specifically for Op. 26. In Papaioannou’s three piano works this notion is also 
reflected in the formal use of the ‘basic’ serial forms. For example. Invention I 
outlines a binary design (A: bb. 1^ -9, A': bb. 10-28), in which the beginnings of the 
two sections employ P-0 and R-0 respectively; moreover, in both the sonata forms of 
Sonata I and III the exposition of theme A begins with P-0 and its recapitulation starts 
with I-O.
Another aspect of serial structure that is often used in delineating formal articulation 
is the change of the style of serial topography—linear or block—as this results in a 
different motivic and harmonic surface. Invention II (Fughetta) includes a 
characteristic example: the block topography of the first episode (bb. 10-13Ü) ensures 
differentiation with the exposition, which makes exclusive use of linear 
topography. The Toccata provides another example. The climactic character of this 
section for the whole work results, among other factors, from a veiy dense texture; 
this is effected through linear topography, which is an element of contrast with the 
foregoing block topography throughout Invention XII (see the serial table in 
Appendix HI). Elsewhere, the change from linear to block topography is closely 
linked with the developmental process. As shown in Ex. 4.27, at the opening of 
Invention X the developmental continuation of the first four-bar phrase in bb. 5-8 
divides into two subsections: bb. 5-6 and 7-8 employ, in block topography, the serial
This sense is enhanced by the harmonic homogeneity of the second and third appearances o f the 
subject (bb. 3iii-6 and 6iii-9), because in both cases the intervallic relationship of the subject to the 
countersubject remains the same. Subsequent thematic entries on different transpositional levels also 
retain the same relationship, while contrast between them is effected through the different intervallic 
relationship o f the contiguous entries (in the exposition these are fifth-related while in the subsequent 
entries this intervallic scheme never recurs—see for example the diminished fifth-related entries in bb. 
13iiiandl6iii).
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forms of the high and the low voice respectively of the first phrase, using also the 
respective rhythmic motivic material. This is a characteristic example of 
Papaioannou’s ‘motivic’ treatment of the series.
Developmental function is also served by another technique of serial structure that 
acquires special mention because it appears repeatedly in all three piano works, and is 
the main operation in the form-building process particularly in the fourth and seventh 
movements of the Suite. Having been given the term ‘isomorphic partitioning’ by 
Haimo and Paul Johnson for its consistent use in the twelve-note music of 
Schoenberg,this  technique consists of the identical partitioning of two or more 
serial forms (Haimo 1990: 22). In Papaioannou, as in Schoenberg, it is most often 
applied between successive I-related series. Thus there is a strong sense of symmetry 
in the resultant phrase structure, especially in the cases in which there is also a 
consistent assignment of duration and metric placement of the elements of the 
isomorphically related forms. As Haimo notes, this sense is created because ‘as the 
second set form unfolds it replicates the interval succession of the first, creating a 
compelling logic of pattern completion. The phrase is completed when the internal 
interval patterns have been duplicated’ (Haimo 1990: 25-26). In Invention IV the 
technique is used as part of the developmental process in bb. 12-15 and the 
isomorphically related sections are further associated through the emphasis on the 
invariant dyad a-g  ^ (see Ex. 4.28).^ ®^  With the wider deployment of the technique in 
Suite IV Papaioannou attempts to create a ‘classical-type Scherzo without Trio’.^ ®^ As 
demonstrated in Ex. 4.29, it is used in such a way so as, on the one hand, to create a 
phrase structure that emulates the symmetrical classical phrase structure, and, on the 
other, to create a sense of ongoing movement, of increasing momentum. The latter 
results fi*om the application of the technique firstly to a two-bar pattern and then to a 
one-bar pattern (bb. 1—4 and 5-6), which effects a process of condensation of the 
clearly perceived phrasal units. The quicker rate of rotating the aggregate in b. 7 can 
also be understood as a reference to classical Scherzo, as it is analogous to the faster 
harmonic rhythm approaching classical tonal cadences. More specifically, from the 
beginning up to b. 6 each bar reiterates the aggregate creating a stable primary
See Haimo/Johnson 1984.
This highlighting of the dyad a-g^  might be understood as foreshadowing the re-emergence o f this 
dyad at the veiy end (bb. 25-26/1. h.), on the same register and being durationally emphasized.
From Papaioannou’s note for the first performance of the work (see P.A., File ‘Analytical notes’).
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harmonie dimension/®^ while the quicker rotation in b. 7—of which the effect is 
projected by the use of the same series (P-0) and of similar partitioning—suggests a 
hemiolic sense.
Apart from the cases in which isomorphic partitioning is employed, and since 
comhinatoriality, as noted above, does not play any significant role in these three 
piano works, the aggregate is not used as an important factor in providing formal 
articulation. However, there is a case in which the overall formal articulation can be 
interpreted as being delineated by aggregate completion. Suite (VI) is based on an 
ostinato figure that employs the first hexachord of 1-8. Throughout the work there is a 
‘combative dialogue’ ®^^ between the ostinato and the other strands of the texture, 
created by the non-relationship of the superimposed serial forms; complementary 
hexachords to that of the ostinato occur only in three places (bb. 3, 8 and 16), 
signifying points of contact and formal articulation—this reading is enhanced by other 
parameters, such as the abrupt registral shift in the upper voice that follows in bb. 8 
and 16 and the decreasing dynamics and the long rest in b. 16.
Other compositional parameters and form
Many analytical commentators have underlined the structural role for the articulation 
of form that parameters other than pitch acquired in post-tonal idioms. Jim Samson, 
discussing the early atonal period, argues that:
It was perhaps inevitable that the collapse of tonal harmony, with the 
resulting lack of functional differentiation in melodic and harmonic 
material, should have led to a re-shaping of the basic elements of 
composition in many works of the early atonal period. A renewed 
importance was given to parameters of musical thought other than 
pitch—to rhythm, timbre, texture, register and dynamics—in the 
articulation of musical structures, creating new concepts of ‘form’ 
which vary from work to work.
Samson 1977:179"°
In other words, here the periodicity in the aggregate succession is the basis of metric formation. This 
is also discerned in Suite (VIII) and in Papaioannou’s subsequent twelve-note works for other genres, 
such as the String Quartet (AKI 135, 1959).
From Papaioannou’s note for the first performance of the work (see P.A., File ‘Analytical notes’).
See also Kramer 1988: 33.
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Focusing on the analysis of serial music. Cook repeatedly underscores the importance 
of non-serial elements in clarifying the overall formal structure—disregarding 
whether or not these elements project an underlying serial plan that seems to be 
intended to function as the main factor in creating formal articulation (Cook 1997: 
294-334)/^^ Bailey similarly argues for Webern that ‘Webern’s solution [in his use of 
old formal models] involved retention and re-emphasis: the old relationships are 
clearly articulated through the handling of secondary features’ (Bailey 1991:147)/^^
The three twelve-note piano works by Papaioannou exemplify these ideas, since non­
pitch parameters seem to be intentionally and consistently employed as a means of 
providing or enhancing the sense of both small- and large-scale formal articulation. 
Moreover, beyond the scope of compositional intention I would like also to discuss 
the significance of these parameters for this music in relation to an example of 
inconsistency in the pitch organization of Suite VEI. The first four bars of the 
recapitulation of the first theme of the sonata design in Suite VEI (bb. 33-36, see Ex. 
4.30) are heard in T3 in relation to the exposition, except for the second bar (34) 
which is T2-related to the respective one in the exposition.
There does not seem to be a structural reason for this discrepancy, which, thus, might 
be considered as a ‘mistake’. However, it does not sound ‘wrong’ since it alters 
neither the character of the four-bar unit nor the sense of close association between 
exposition and recapitulation, even though it changes the intervallic relationship of a 
formal fragment within the recapitulated passage. In this case what seems to count 
more is the overall gesture and specifically the antiphonal texture which ensures the 
large-scale formal association. This example, which confirms the general scepticism
For example, Cook argues that in Movements Stravinsky ‘is using informai, surface aspects o f the 
music...to project underlying serial relationships’, while in Schoenberg’s Op. 33a the sonata plan is 
mainly outlined by factors other than pitch (Cook 1997: 320, 332). For a quite a different view on how 
the sonata design is articulated in Schoenberg’s Op. 33a see Straus 1990a: 173-179.
In comparison with the rest o f the commentators mentioned in this paragraph, Bailey is the most 
‘blurred’ in her methodology, since it is not obvious if  she is talking about compositional intention or 
the listener’s perception of formal articulation. This confusion is depicted in her reference to ‘the 
familiar outline [which] acts as a guide in the listener’s perception of the formal relationship o f  
sections’, while she has argued that this outline is defined by notational means—such as the internal 
double bars—and also by easily aurally perceptible parameters, such as fluctuations of tempo (Bailey 
1991:149).
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about the relationship of serial structure to listening experience/reinforces the need 
for the following short overview of parameters other than the serial pitch structure.
Rhythm
As we have seen in previous chapters, in his ‘tonal’ period Papaioannou did not obey 
the functional norms of tonality in the relationship of rhythm and pitch; rhythmic 
structure has been for him either the field of overt stylistic references (such as the 
tsifteteli-WkQ patterns in the Odalisque and the Imaginary Dance) or a means of 
aiming at large-scale motivic interrelationships (as in the Corsair Dances). This 
‘emancipated’ treatment of rhythm is almost the norm in the twelve-note piano 
works. As demonstrated in the rhythmic skeletons that are included in the sketches 
(see, for example, in those for the Inventions in P.A., File 20) his concern with 
motivic tightness even increased, and is depicted in the use of a very small number of 
motivic ‘cells’. This is how Papaioannou himself titled the minimal rhythmic patterns 
which are noted without reference to particular pitches in the precompositional 
sketches of the String Quartet (written between the Sonata and the Suite)—the cells 
outlined in the sketch dated 11.5.59 (P.A., File 21) are reproduced in Ex. 4.31. 
Moreover, these cells—which, among other cells, are employed consistently in all 
three piano works and are responsible for the intense rhythmic energy of these 
works—can be also seen as an overt stylistic reference to the music of Bach; not 
suiprisingly, these cells are singled out by Papaioannou in his own motivic analysis of 
Bach’s Invention No. 9 in his lecture entitled ‘Imagination, Thought and Technique’ 
given some years later (Papaioannou 1966a: 99-101).
Cone was a pioneer in this strand of thought. In his article ‘Beyond Analysis’ o f 1967 (reproduced 
in Cone 1989: 55-75) he argues that a serial description of a twelve-note piece gives only a small part 
of how the piece is heard, since it would be the same if  the used series were inverted. See also Cook 
1997: 294-334 and Scruton 1999: 281—285 and 294-305 for further discussions of the scepticism about 
the relationship of serial structure with acoustical experience through different angles (analytical and 
aesthetic respectively).
The term ‘emancipation’ for rhythm has been used by Bryan Simms (1996). David Epstein (1979: 
24) and George Perle (1991: 62-63) have shown how in the music of Schoenberg and Berg rhythmic 
motives function independently from serial subsets. In his critical discussion of the meaning o f the 
‘theme’ in music of the Second Viennese School, Zervos argues that the crisis of modem music might 
be explained in the light of the disintegration of the rhythmic-melodic and harmonic coherence o f the 
tonal theme (Zervos 2001b).
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Much of the unfolding of the three piano works is based on the interplay of such 
rhythmic cells or motives with pitch motives extracted from the twelve-note series. 
For example, as shown in Ex. 4.32, in Invention IV the rhythmic motive semiquaver 
plus 4 semiquavers is first heard by {2-6} of R-0 in the upper voice of b. lii, it is later 
presented either by non-contiguous elements of the series (such as in bb. 5ii, 6ii, 8i 
and 16ii), or by the same order numbers of transposed and, occasionally, inverted 
serial forms (such as in bb. 9ii, 18ii and 19ii); in addition, the pitch motive also 
appears in the lowest voice of bb. 16-17i in a rhythmic setting that can be heard as the 
augmentation of the incipient rhythmic motive, albeit deprived of its anacrusic metric 
implications.
With the consistent use of similar or various distinctive contrasting rhythmic cells or 
motives in determining the character of formal sections and even of entire movements 
rhythm assumes an important role in the formal articulation in all three piano works. 
In other words, the recurrence of characteristic rhythmic patterns establishes the 
character of formal sections and provides a means of formal delineation. This will be 
demonstrated by the following three examples, representative of different levels of 
formal structure. Ex. 4.33a lists the rhythmic patterns whose consistent motivic use 
delineates the formal articulation of the opening section {Lento Maestoso) of 
Invention XE. On the level of a whole movement, Ex. 4.33b tabulates the rhythmic 
patterns that characterize the formal subsections of Sonata II. It is worth noting that 
although m the upper voice of b. 42 there is a clear reference to the opening gesture 
with regard both to rhythm and pitch structure, it is more the rhythm and texture of 
the section that starts in b. 37 through which the feeling of a temaiy overall form has 
been created: after the fermata of b. 36 the dotted figure and the homophonie
texture—both characteristic of the opening section (bb. 1-18) regain importance.
On a larger formal scale, Ex. 4.33c catalogues the most characteristic recurring 
rhythmic patterns in each one of the first eleven Inventions. Despite the common 
presentation of these rhythmic patterns in this example, it has to be underlined that 
they assume quite different functions during the course of each movement: in 
Inventions I, E, IV, VE, VIE, IX, X and XI they receive tight motivic treatment in 
that they are prominent in the opening gestures and a large amount of the subsequent 
music derives from their repetition or variation (Invention E provides a representative 
example: the countersubject employs the rhythmic cell of the subject in diminution);
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in the rest of the Inventions they are distinctive recurring figures in an otherwise 
improvisatoiy-Iike rhythmic structure.
In addition to the use of rhythmic patterns in delineating formal sections, aspects of 
rhythm in a broader sense act in these works also as important factors in formal 
articulation. In other words, rhythmic strategies are crucial in generating the senses of 
expansion, climax or closure. In examining these aspects I adopt the basic 
assumptions of Berry’s approach to rhythm as a functional parameter of structure, 
summed up as follows:
Temporal segments in music are identifiable, in one sense, as discrete 
stages in lines of element-change, as rhythmic units of one kind, their 
progressive or recessive shortening or lengthening (acceleration, 
deceleration) expressing intensification and release of further functional 
significance within the rhythmic parameter.
Berry 1976: 9"®
Invention I provides a characteristic example of how rhythmic aspects create 
expectations of closure which are subsequently subverted. The section beginning in b. 
22 sounds ‘unconnected’ with the previous music: its semiquaver-based rhythm 
contrasts with the characteristic dotted figure that has been prominent previously, and 
although it might be deemed an expansion of the motive first heard in the upper voice 
of b. 2ii (and also ‘developed’ in bb. 12-13) the sense of this relationship is mitigated 
by the quite different pitch structure. The feeling of ‘beginning again’ is partly the 
result of the strong sense that the movement ends in b. 21. This is the consequence of 
increased dynamics, lengthening of durations and decreased tempo (poco rît) in bb. 
19-21. Despite the climactic character of the cadential process, on a larger scale a 
sense of deceleration towards stabilization and closure is created: this results from the 
augmentation (in the lowest voice of bb. 16-18) of the rhythmic structure that is 
associated from the very opening with the ‘thematic’ presentation of entire serial 
forms, and also signifies the beginnings of both formal sections, in bb. 1 and 10 (a 
similar case—augmentation as an element of closure—has been also discerned in the 
analysis of the Nocturnal Fantasy). ^
For a wider discussion see Beny 1976: 301-424.
The section starting in b. 22 also disrupts a sense o f symmetiy defined by formal proportions, since 
the Invention up to b. 21 divides into two sections that comprise 33 and 34 crotchets respectively (bb.
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The opposite process, acceleration derived from the shortening of related temporal 
units, prepares the restatement of the opening gesture (on the same as in the beginning 
pitch level) in b. 16 of Invention Vm. As shown in Ex. 4.34, there is a gradual 
reduction of the repeated rhythmic units in bb. 9-13ii: every four crotchets in bb. 9- 
10, every two in b. 11, every single one in b. 12 and eveiy quaver in b. 13i-ii. This 
acceleration, complemented by the registral ascent and the dynamic increase, 
produces a sense of instability that is rhetorically analogous to the pedal (or just the 
emphasis) on the dominant in the sections preparing thematic and tonal return in 
ternary forms of tonal music. However, as in Invention I, expectations are belied, here 
only momentarily, by the ‘inteijected’ bb. 14-15: these create a strong contrast 
through the abrupt registral shift to the previously unoccupied low register and thinner 
texture, p  subito, as well as linear serial topography that produces a new harmonic 
surface (only the rhythmic structure seems to derive from b. 9i-ii). In fact, the overtly 
contrasting character of these two bars in relation to what precedes and follows can be 
interpreted as a further factor in the mounting of intensity towards the thematic 
restatement.
The process of acceleration is created in different ways contributing to the sense of 
climax in all three piano works. In Invention XII and the Toccata the sense of 
building up momentum until the very end is created by the accelerating tempo (b. 1 : 
Lento maestoso, b. 23: Allegretto, b. 47: Vivo, b. 66: Presto and b. 91: Presto— 
presumably it has to be performed Prestissimo); this acceleration is audible because 
from the Allegretto onwards the dense contrapuntal rhythmic texture results in an 
almost continuous flow of semiquavers. A different process of acceleration operates 
in Suite V and VII (fugue): as demonstrated in Exs 4.35a and 4.35b, the gradually 
tighter occurrences of the melodic imitations in the first case (bb. 17-18Ü) contribute 
to the passionato character and in the second (bb. 18-19Ü) add to the recreation of the 
sense of accumulative intensity towards the end of tonal fugues, mainly of Bach.
1-9 and 10-22) (there is a hint o f symmetry also in pitch structure from the very opening: the 
durationally prominent notes o f the opening gesture—eb\ e \  d^ , c#^—define an inversional symmetiy 
of semitones). Moreover, the fragmentary character of the section beginning in b. 22 possibly reflects 
the fragmentaiy character o f the compositional process: this section survives as one o f the independent 
short sections in which Papaioannou experimented with the series before the beginning o f the 
composition o f the work (see P.A., File 20, sketch dated 21.X.57); it seems that this was ‘seamed’ to 
the final draft o f the Invention.
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The disruption in the well-defined projection of the initially notated metre (which is 
occasionally reflected notationally in the change of time signature) is another factor in 
differentiating formal sections and in often creating the sense of instability at 
articulative points of the formal structure in all three piano works. I will briefly 
discuss this aspect in relation to two representative instances from Inventions II and 
V. In both cases metre is established at the opening through the coincidence of metric 
and rhythmic accents (in other words, the downbeats of each bar coincide with the 
focal points of the rhythmic groups); both metric and rhythmic accents are defined by 
criteria that have been common in the different academic approaches in the study of 
time in music and include the consideration of duration (longer values provide larger 
accent), melodic contour (highest or lowest pitches of a group are accented) and 
dynamic stress (>, sf, p, -  ,etc). Thus, the examples have been chosen so as to avoid 
the need for discussion of the controversial issues raised in the relevant literature, 
which focus on the different definition, perception and hierarchical assessment of 
‘metre’ and ‘rhythm’.H o w e v e r , it has to be underlined that harmony, the most 
important criterion in the definition by theorists of metric and rhythmic accents in the 
tonal repertoire, here is not taken into account; this is because in all three pieces there 
does not seem to exist a systematic relationship between metre and harmony, apart 
from the cases in which the reiteration of the aggregate (itself not an hierarchical 
phenomenon) is employed in defining the harmonic content within the barlines, as 
previously noted for the Suite V (Scherzo).
Most theorists have imderlined the strong differentiation between rhythm and metre as separate 
analytical domains. For example, Epstein distinguishes the ‘chronometric’ time from the ‘integral’ or 
‘experiential’. While the first ‘refers to that essentially mechanistic, evenly spaced, and in large part 
evenly articulated time set up within a musical measure’, the second ‘denotes the unique organizations 
o f time intrinsic to an individual piece’ (Epstein 1979: 57). The theories of time are distinguished by 
the priority they give either to metre or rhythm. As summarized by Trezise:
Metre-centred theory allows a higher level of abstraction in the sense that it is ‘all 
about regularity of duration...metre arises from series o f equal durations separating 
accents, with non-metrically-accented material filling the intervals between’ [the 
quoted phrase was supplied to Trezise by Richard Parks m a private e-mail]. In 
contrast, ‘rhythmic analysis’ founds its hierarchical structure upon the differentiation 
of accented and unaccented events in the manner advocated by, for example, Walter 
Berry [1976].
Trezise 2003: 234-235
Hyde’s theory on how harmony creates hierarchical strata in the twelve-note music of Schoenberg 
offers the most complete theoretical approach to the issue of twelve-note metre. Hyde argues that the 
‘secondary harmonic structures’, which are created by ‘unordered pc sets that are equivalent to linear 
segments o f the basic set’, generate rhythmic and metric structures in a similar way that tonal principles
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In Invention II (Fughetta) the notated metre (3/8) is established at the exposition of 
the subject; metric accent results from melodic contour, rhythmic duration, and 
articulation in bb. 1-2, while the dynamic accent on c^  in b. 3i ensures the 
continuation of the cycle of three. The defined metre is conflicted by the sense of 
hemiola in the first episode (in bb. 10-12i), which is created by the reiteration of a 
segment of the countersubject every two crotchets (see Ex. 4.36). On a larger scale, in 
Invention V the only change of time signature throughout the movement punctuates 
the return to the opening gesture. Here the notated metre is also established at the 
opening (see particularly the emphasis given to ‘downbeats’: the stress in b. li, the 
reaching of the highest register in b. 2i and the repeated and stressed ab  ^ in bb. 5i and 
6i). The sense that the only beat of b. 39 is an extra one is enhanced by the previous 
re-establishment of a two-crotchet cycle by the sequential repetition in bb. 35-36. 
Thus the metric irregularity of b. 39 contributes, together with dynamic increase and 
registral ascent, to the sense of increasing intensity that is ‘released’ by the thematic 
recurrence in b. 40.
Changes of time signature in punctuating formal articulation are also discerned in 
Suite V (in b. 16 it precedes the restatement of the opening formal section) and in 
Suite Vn (in b. 8 it precedes the inverted presentation, for the first time, of the subject 
of the fugue).
Texture and Register
In his piano music of the ‘tonal’ period Papaioannou’s writing for the instrument has 
been characterized by linear, contrapuntal, but also transparent and sometimes 
extremely sparse texture. The linear aspect is prominent as well in the three twelve- 
note piano works in accordance with the historic types of contrapuntal texture used 
(ricercare, fugue and invention) but also where traditionally homophonie forms are 
employed (as in Sonata I and HI, and Suite V, Scherzo). However, the thick and dense
generate stratified rhythmic and metric structures in the tonal repertoire (Hyde 1984). The premises of 
Hyde’s approach do not hold for Papaioannou’s three twelve-note piano works.
The occasionally heavy texture o f the Corsair Dances is the exception and derives from the 
dramatic plot of the ballet.
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textures of climactic passages in the Toccata and of the developmental sections in 
Sonata I and —effected, among others, through the frequent use of octaves—are 
unprecedented in his piano music: in the Toccata the emphatic thematic recurrences at 
the lowest register in bb. 49-50Ü and 54-55iii and the stretto presentation of the series 
in octaves in both hands in b. 63 are characteristic.Considering also the restrictions 
in the use of octaves in Schoenberg’s writings on the twelve-note technique,these  
textures are even more surprising and might be interpreted in psychological terms: as 
depicting Papaioannou’s heightened self-confidence because of his ‘taming’ of the 
twelve-note technique as well as an outspoken celebration of his adoption of the 
technique as the main constructive principle in his ‘serious’ music (as noted above, 12 
Inventions and Toccata is the first work of this turning point).
Texture in general plays a structural role in delineating formal articulation in all three 
twelve-note piano works: (i) contrasting textures distinguish different formal sections, 
while (ii) textural changes often signify points of formal closure.
Regarding (i). Suite V and VIII and Invention V provide representative examples: in 
the first, the B section of the ABA’ form is initiated in b. 6iii with a thin, imitative 
texture that contrasts with the thicker, freely contrapuntal texture of A; in the second, 
theme B of the sonata design (bb. 15-21) with its thin contrapuntal texture and p  
dynamics contrasts with the robust character of theme A that results from thicker 
texture; in the third, small formal sections of different textures, which are often based 
on ostinatos and are separated by rests, follow each other creating a fragmentary 
mosaic form reminiscent of those of the Corsair D a n c e s Specifically in the sonata 
forms, denser texture than that of the exposition contributes to the creation of the
Here I am referring not only to the development sections of the sonata forms, but also to the 
developmental continuations of themes.
In these passages and in general in the Toccata the piano writing is reminiscent o f Ferruccio 
Busoni’s transcriptions of Bach’s organ works.
In ‘Composition with twelve tones (1)’, written in 1941, Schoenberg mentions:
To double is to emphasize, and an emphasized tone could be interpreted as a root, or 
even a tonic: the consequences of such an interpretation must be avoided....The use of 
a tonic is deceiving if  it is not based on all the relationships of tonality.
Schoenberg 1984: 219
However, the vuhierability of this interpretation is veiy great, until Papaioannou’s correspondence 
and diaries are open to research and possible evidence is found.
See Berry 1976: 184-300 for a detailed discussion of texture as a compositional factor.
In Invention V a possible segmentation of form based on textural changes is: bb. 1-3, 4-11, 12-14, 
15-18, 19-21,22-25,26-30, 31-32, 33-39 and 40-42.
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sense of instability in the developmental sections. A final example for (i) is the slow 
introduction of the Sonata: the recurrence of the chordal texture of the opening four 
bars in bb. 22-24, together with the characteristic dotted rhythmic figure, rounds off 
the form, while in the intermediate formal stretch much of the motivic material of the 
whole work is presented in small fi*agments within a fi-eely contrapuntal texture (see 
for example the head motive of theme A of the subsequent Allegro non troppo—in 
augmentation and in octaves—in the lowest part of b. 11). The absolute textural 
convergence, in bb. 25-27, to a presentation in octaves of a serial form, the ending of 
this gesture on the sustained C# in bb. 27-28i and the subsequent rest act as further 
factors in creating the sense of closure of the introduction. Although this expectation 
is momentarily belied by the gesture of bb. 29-31,^^^ the texture of serial forms in 
octaves is heard in a punctuative role throughout the subsequent Allegro non troppo: 
in bb. 69-70 it demarcates the first section of theme (which starts in b. 65)^ ^^  
before the beginning of its developmental continuation, in bb. 182-183 it precedes the 
restatement of theme B \ in bb. 232-233 it precedes the abrupt registral shift to the 
lowest register that initiates the final formal stretch, while the final gesture filters out 
in octaves the final tetrachordal segment of P-0 (bb. 246ii-247i).
Apart firom this example of textural change to unison, with regard to (ii), the gradual 
change from polyphonic to homophonie texture (homorhythmic might be a better 
term since sometimes the superimposed textures are not related even serially) 
provides phrasal closure, as for example in Sonata IQ, bb. 61-63. The opposite 
process might be heard as a factor for increasing intensity: for example, in the passage 
that leads to the recapitulation in Sonata m, the melody-accompaniment texture of the 
section from b. 107 onwards, gradually dissolves in bb. 117ff into a contrapuntal 
texture that together with the dynamic increase, the quicker rotation of the series, the 
registral ascent and the final s f  sonority (b. 121ii) is rhetorically analogous to the 
building up of tension in the retransition sections of tonal sonata forms.
The previous example is representative of the wider use in these three works of 
registral ascent as an element of instability and of increasing momentum. Another
In terms of serial structure this ‘interjected’ gesture creates a link to the opening gesture o f the 
following Allegro, since they both employ, in linear topography, the same serial forms (P-0 and R-3). 
However, the doted rhythm and the chordal texture relate to the beginning of the introduction.
The formal outline of Sonata I is discussed in detail later (pages 179-184).
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characteristic example is the section that connects the end of Invention XII to the 
Toccata: the section beginning in b. 38 in the low register, after wavering between 
high and low register, momentarily stabilizes in the high in bb. 42ii-44; the 
subsequent abrupt shift to the low highlights the first thematic recurrence of the whole 
series after Invention I, while the quick registral ascent, together with the dynamic 
increase and the typical emphatic gesture of repetition in the octave, leads to the 
Toccata. The thematic recurrence of the series in the low register in the Toccata—an 
unmistakably stable thematic event in relation to the improvisatory melodic surface of 
Invention XU—confirms the association of the low register with stable sections of the 
form throughout the Inventions. More specifically, in Inventions II and V abrupt shifts 
to the low register delineate the final cadences, while thematic recurrences have 
already created the sense of formal closure; in Inventions HI and VI the lengthening 
of durations in the lowest part of the texture coincides with the final stabilization in 
the low register, while in Inventions Vm-XI the lowest register throughout each 
Invention is activated for the first time at the very end. In the largest movements of 
the three piano works waves of registral ascent from the lowest to the highest register 
are frequently combined with thematic developmental processes: for example, in the 
developmental continuation of theme B in Sonata HI (bb. 52-84), abrupt ‘dives’ to the 
low register are combined with clear motivic and textural references to theme B and 
they initiate registral ascents four times: in bb. 56ii, 66i, 75i and 79i. The climactic- 
articulative sense of the last, which demarcates the end of the exposition, is effected 
by the reaching of the highest register through the fastest upwards gesture so far (in 
bb. 83-84) and the culmination of this gesture in the thickest (hexachordal) sonority 
throughout the section.
Pc priority - Centric notes
As already noted, Papaioannou did not avoid tonally reminiscent elements either in 
series construction or as an overt reference to the used formal prototypes. Moreover, 
the recurrence of octaves especially in the lowest part in cadential situations, as for 
example in Invention XI, seems to be one of the ways used to render some pcs more 
prominent than the others. In all three works, there are formal sections or even whole
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movements in which certain pcs acquire ‘the quality of centricity’^^  ^ and might be 
deemed to gain a referential status within these given contexts, similarly, in an 
abstract sense, to the priority acquired by specific serial forms discussed earlier. The 
devices used in establishing hierarchical priority are similar to those previously 
discussed in relation to ambiguous tonal situations and also to those expounded by 
Perle (1980) and Milstein (1992) for the music of Berg and Schoenberg respectively. 
Perle explicates that the priority of a ‘tone centre’ even in the ‘atonal’ sections of 
Wozzeck is established through ‘its exposed position in the melodic contour (highest 
and lowest note), its exposed temporal position (last note), repetition and durational 
preponderance’ (Perle 1980: 131). At the core of Milstein’s theoretical framework in 
her approach to Schoenberg stands the assumption that:
Many of Schoenberg’s compositions share certain devices for creating 
hierarchies; namely, the structure of regular metre and the prominence 
of those pitch-levels or pitch-classes which appear at the boundaries of 
groupings, often reinforced by leading-note and appoggiatura-like 
semitonal figures, and frequently supported by perfect fifths and by the 
use of idiomatic cadential gestures.
Milstein 1992: 6
The most contentious issue of Milstein’s approach in relation to that of Perle is the 
inclusion of the tonally allusive perfect fifth as one of the devices employed in 
establishing hierarchies and the semantic incongruities that arise from the application 
of this assumption, as well as that of pc priority in general, especially in Schoenberg’s 
twelve-note m usic .M ilste in  (1992: 8) argues this issue by questioning Benjamin ■ 
Boretz’s standpoint that twelve-note music and tonality are completely separate and 
well-defined systems and thus the recognition of tonal elements in a twelve-note 
context would raise the issue o f ‘mixed systems’. Taking into account ‘Schoenberg’s 
own view...that he was working within a tradition from which he derived modes of 
musical thought and an array of common musical elements, conventional techniques 
(such as development and variation) and a repertoire of formal prototypes’, Mistein 
concludes that ‘the problems...arising from the idea of ‘mixed systems’ only exist if
Expression used by Perle in connection with his use of the term ‘tone centre’ for the music of Berg: 
‘The term ‘tone centre’ is not intended to suggest any parallel with what is understood by ‘tonic’ in the 
major-minor system, other than the quality of centricity within a given context’ (Perle 1980: 134).
In other words, Perle focuses on quantitative assumptions, while Milstein also takes into account 
qualitative ones. Moreover, Perle concentrates on Wozzeck, and not in the twelve-note works of Berg.
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we think that twelve-note music constitutes an autonomous musical system’ (Milstein 
1992: 9). Since Milstein’s argumentation is based on the examination of the 
composer’s intention, it could be disputed on the basis of Schoenberg’s 
pronouncements against the use of tonal elements and of octaves (see, for example, 
Schoenberg 1984: 219), but could be also justified by the way he undeniably refutes 
his own sayings in his late twelve-note works, such as the Ode to Napoleon 
Buonaparte Op. 41 and the Piano Concerto Op. 42.
If the angle of consideration remains the same—the composer’s intention, 
Papaioannou surely did not regard twelve note and tonality as incompatible systems: 
the use of twelve-note elements in predominantly tonal contexts in previous works, 
such as the Concerto for Orchestra, is characteristic of this. Moreover, the basic 
assumptions of providing priority to particular pcs are demonstrated in an early sketch 
of the Inventions dated 23.X.57 reproduced in Ex. 4.37 (see P.A., File 20): the 
intention of exploring ‘bitonalité’ centred on Eb in the low part and C# in the upper 
using (but not always keeping the order of) the twelve-note series of the work is 
clearly stated verbally and in terms of key signature, while it is attempted through the 
repetition of eb  ^in the lowest voice and the rhythmic and metric preponderance of c#  ^
in the highest.
To exemplify how certain sections of Papaioannou’s twelve-note piano works can be 
assessed under the points developed above reference will be made to Suite m, 
Invention X and Invention IQ. In Suite IQ, D emerges as the centric pc: in b. 15i D 
gains focus as the lowest pitch so far, being also highlighted by the widest registral 
shift throughout, thinner texture and by the invariant initiating dyad of the used serial 
forms (D, F# in RI-11, low voice and R-5, middle voice). D comes also at the very 
end (b. 19) as the concluding (and durationally emphasized) pitch in the low voice. 
The gesture in b. 16iv touches momentarily the a-e^-c#  ^ triad which is gesturally 
highlighted by the poco rit. and thus might sound in relation to the preceding 
emphasis on D. If this were the case, the subsequent texture with g at the bottom 
would have a ‘subdominant’ colouring. If there is a slight danger of 
oversimplification regarding the last observation, this becomes even bigger if we 
regard, in retrospect, the emphasized pc C#—the initiating note of the theme—as the
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leading note of D. However, such a sense is partially enhanced on a local level by the 
rhythmic emphasis on db  ^in b. 14iii, just before the abrupt shift to D.
In Invention X the priority given to pc Bb is closely linked with the serial structure: 
the mainly used serial forms (1-5 and P-3) share their final dyad (E-Bb). The emphasis 
on Bb results from the fact that even from the opening four-bar section, serial and 
small-scale formal structures coincide and thus Bb comes as the last element (see bb. 
4ii, 6ii, 8ii, 12ii, 24ii, 31i, 32, 44-45i and 46ii-47) being occasionally further 
emphasized through repetition (bb. 4ii and 31-32). Having been hinted at as the 
centric note during the course of the piece, Bb comes also as the unequivocal focal 
pitch in the cadential gesture, being ‘stabilized’ by repetition and rhythmic emphasis 
on the lowest register (bb. 44-45i and 46Ü-47).
Invention m  gives the most representative example of how a specific pc seems to act 
as a referential element throughout a movement. In fact, the priority given to F in the 
bass line seems to provide the stable framework to the rather free and improvisatory 
character of the rest of the music, and to compensate for the absence of the tight 
motivic working that has been the most important aspect in the preceding two 
Inventions. Following Straus’s definition of ‘line’,^ ®^ Ex. 4.38 isolates the motion of 
the lowest register, showing that F gains focus registrally and durationally from the 
very opening and is further stabilized by the octave and the large duration at the very 
end (bb. 19iii-21). Moreover, the graph in Ex. 4.38 demonstrates how the 
establishment of the priority of F relies also on fifth progressions and embellishing 
notions. More specifically, while the F in b. 4iii rounds off the first ‘phrase’ (which is 
defined mainly by textural consistency), the second one ends on Bb in b. 6, as a kind 
of expansion of the very first motion in the lowest voice. Subsequently, F is given 
only momentary attention while the non-coincidence of the reassertion of F with a 
kind of repeat of the opening material in b. 11 provides an unexpected sense in the 
music. F is reasserted by the strongly tonally reminiscent motion of bb. 12-13 (a 
typical place in which serial structure seems to be motivated by criteria other than
‘A line is a series of notes, heard one at a time, that share some distinctive musical quality (for 
example, they are all in the high register, they are all played by the contrabassoon, they are all played 
pizzicato, or they are all played pianissimo’ (Straus 1997:241-242).
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twelve-note) and is finally established by a ‘circle of fifths’ (G-C-F) in bb. 17iii-19ii, 
emphasized by the octaves (the first throughout the movement).
Sonata forms: Sonata I and III, Suite VIII
As outlined in the relevant literature, the historic development of sonata form (in 
theory and practice) resides in the increasing importance given to thematic contrast in 
the nineteenth century, in place of the harmonic polarization that was the form- 
generating force in the eighteenth-century sonata form.^^  ^ Summarizing this 
development, Straus states that ‘the eighteenth-century sonata form is, in a sense, the 
outward expression of an underlying tonal polarity’ (Straus 1990b: 97): thus the form 
is articulated by the harmonic polarization between two contrasting tonal areas which 
is set up in the first section (exposition) and is resolved in the last section 
(recapitulation) by restating in the tonic material that has previously been heard in 
another key. In the nineteenth century ‘thematic contrast, which fimctioned originally 
as reinforcement for the underlying harmonic polarity,...[became] the principal 
determinant of sonata form’ (Straus 1990b: 97).
As discussed earlier, the tonal aspect in some of Papaioannou’s previous ‘readings’ of 
the form can be interpreted as reflecting a concern with the projection of a 
characteristic foreground harmonic progression (such as the plagal cadence in the 
works of 1945-1946 which employ the modes of Byzantine chant) as the background 
harmonic relationship of the two thematic sections. However, a thematic perception of 
the form is suggested by Papaioannou’s programme notes for movements in sonata 
form in works from his different stylistic periods so far, such as the first movements 
of the Sonata for violin and piano (AKI 19, 1936), the First Symphony (1946) and the 
Third Symphony (1953):^^  ^ in all of them his condensed description emphasizes the
For sonata form in general see Rosen 1988 and Webster 2001. Specifically for the use o f sonata 
form in the twentieth centuiy see Jarman 1979: 174-177, Straus 1990b: 96-132, Bailey 1991: 153-194 
and Perle 1991:111-118.
See P.A., File ‘Analytical notes’.
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thematic relationships and restatements, focusing also on the contrapuntal and/or 
rhythmic elaboration and combination of the themes in the development section 133
In the twelve-note piano works the way sonata form is recreated in three movements 
demonstrates a sense of constant experimentation by means of twelve-note structure 
but also through all the other compositional parameters outlined above. In 
demonstrating this, I will pursue a narrative describing mostly the linear unfolding of 
Sonata I; for the sake of avoiding repetition, the consideration of the most 
characteristic aspects of Sonata IQ and Suite VIII will be more condensed; however, 
this consideration will allow for a final comparative perception of Papaioannou’s first 
attempts to reinterpret the form through twelve-note means.
The main divisions of the formal outline of Sonata I, shown in Fig. 4.2, are delineated 
by breaks in texture, in the manner often encountered in eighteenth-century sonata 
forms: rests precede the beginnings of the development (b. 129ii), the recapitulation 
(b. 161Ü) and the coda (b. 225). The first of such short breaks in the movement (b. 41) 
marks the end of what can be perceived as theme A. As demonstrated in the annotated 
score in Ex. 4.39, this section starts with linear topography in bb. 32-37. This first 
subsection outlines an overlapped ‘antecedent-consequent’ phrase (bb. 32-35i and 
35-37), which is articulated by the completion of the superimposed series in b. 35i, 
but also through the motivic relationships between the two subsections: the 
overlapping ‘consequent’ starts in the low voice of b. 35i with the same trichordal pc 
set (3-7) and similar rhythmic structure as the opening of the same voice (see Ex. 
4.39), while the rhythmic ‘head’ motive (semiquaver rest plus 3 semiquavers) of the 
upper voice recurs in b. 35ii. In the continuation of this section in bb. 38-41 the 
characteristic rhythmic motive (semiquaver rest plus 3 semiquavers) develops to a 
continuous semiquaver flow culminating in the punctuative staccato chord of b. 41. 
The articulative function of the gesture in bb. 40-41—which will be retained in 
similar gestures throughout the movement—also results from the change of metre.
Such an emphasis could derive, of course, from an intention to emphasize the most easily 
identifiable element for the listener, thus allowing the programme note to function as a kind of guide. 
However, this focus seems to reflect also a compositional attitude towards the structural role of theme 
and motive, which has been evident in most previous analyses and will be further discussed in the next 
chapter. Moreover, it has to be stressed that the programme notes to which I refer were written for the 
first performances of the works shortly after their completion, thus mirroring Papaioannou’s ideas in 
different periods.
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and the subsequent—first in the Allegro—abrupt shift to the low register. Moreover, 
in terms of pitch structure, the culminating tetrachord of b. 41 suggests a sense of 
closure since it is pc identical to the opening tetrachordal gestures of both the first 
phrase and its continuation (see the boxed sections in Ex. 4.39).
The transitional character of the section starting in b. 42 resides in the activation of 
the lowest register and the increasing importance given to the rhythmic motive 2 
semiquavers plus crotchet, both characteristic of theme A sense of propulsion 
towards the beginning of the second thematic section is created by the shortening of 
the formal units—clearly articulated by rests (bb. 60-61: four crotchets, bb. 62-63: 
three crotchets and b. 64: two crotchets)—while a sense of rhetorical emphasis is 
given by the repetition of the used serial form of bb. 62-63 in b. 64, something that 
happens for the first time within the transitional section.
The abrupt shift to the low register in b. 65 initiates the second thematic area. The first 
‘phrase’, on which much of what follows is based, is delineated in b. 71 by the change 
of metre and the tetrachord 4-Z15, the same as the punctuative tetrachord of theme A 
in b. 41. The rhythmic affinity (through the common appearance of the motives 2 
semiquavers plus crotchet and that of the three semiquavers) and the textural 
resemblance of the two themes undermine a strong sense of contrast. However, the 
second theme is differentiated through block serial topography, which creates a new 
melodic surface for each part, and the squarer phrasing, a result of the rhythmic and 
almost isomorphic repetition (in terms of twelve-note partitioning) of the first two-bar 
pattern in bb. 67-68. In addition, the brevity of the phrase’s subunits creates an 
agitated character further enhanced by the overall ascending contour of the gesture, 
giving a very different character from that of a traditional second subject. While the 
music in bb. 72-83 develops motives and gestures of the opening of the second 
thematic section, a ternary formal aspect is suggested by the modified repetition of bb. 
65-66 in bb. 84-85. This gesture initiates a formal span (bb. 84-92) in which the 
ascending route of the first phrase (bb. 65-71) is expanded to a more gradual ascent to 
the highest register that, together with the dynamic increase and the repetition of serial 
segments (in bb. 90 and 92/l.h.), can be heard as the climactic point so far.
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While textbook sonata form requirements have been followed literally so far except 
for the character of the second theme, the sudden shift to the low register in b. 93 
initiates a section of which the transitional function is only later perceived when the 
section labelled in Fig. 4.2 (a formal paradox) starts in b. 118. The motivic 
material of B  ^is prefigured by the insistence on the rhythmic motive semiquaver rest 
plus 3 semiquavers in bb. 93-96, often presented by repeated notes as in the 
accompaniment in B ,^ and by the introduction of the dotted figure in bb. 102ff, which 
becomes the most characteristic rhythmic element of the melodic part at the beginning 
of B .^ Moreover, the initial melodic ‘major seventh’ of B  ^ is hinted at by the 
recurrence of melodic motions of ic 1 in the music of bb. 108-117 (bb. 108-109: Ei- 
Ebi, bb. 110-111: f#-f-e, b. 112: eb -^d  ^ and b. 114: eb -^d )^. In this formal span 
momentum increases by another registral wave from the low to the high register 
together with the gradual textural thickening and the frequent metric changes (the 
consequence of the modified repetition of a gesture that derives from the 
‘punctuative’ configuration of theme A in bb. 40-41) preparing for the rigoroso 
theme B .^
The reason I labelled this theme B  ^ is because it starts with the same partitioning of 
the series between the hands as the beginning of theme B \ However, the contrasting 
character of B  ^ with what has been heard before resides in the denser melody- 
accompaniment texture at almost half the tempo—in opposition to the light and 
playful contrapuntal textures of themes A and B^—as well as in the characteristic 
dotted rhythm (here employed to depict a rigoroso character, as in the introduction of 
the work—see b. 22). The use of closely interconnected serial structure, in terms of 
invariance, at the end of the exposition in bb. 124-129 is analogous to the repetition 
either of serial segments or of serial forms at points of formal articulation, as observed 
above.
The development section restores the Allegro pulse, and initially focuses on the 
inversion of theme B^  (bb. 130-133). Thereafter the device of isomorphic partitioning 
seems to be applied (in bb. 134-135/136-137 and 138-140/141-143) in analogy to
The serial forms in bb. 124-129 change every bar (except for bb. 128-129 which outline one serial 
form) and are the following; I-11, I - ll, P-9, P-9 and 1-4. Following the labeling o f Ex. 4.11, the 
invariant relationship between I-l land P-9 is d, while that between P-9 and 1-4 is e.
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the frequent use of sequence in classical developments. A similar observation can be 
made for the momentary emphasis, in bb. 140 and 143, on pc set 4-25(6), which is not 
included in the series. Given that the serial order has been faithfully kept in the 
exposition, there is an analogy with the introduction of new harmonies, such as the 
diminished chord, in the second part of Baroque and Classical binary-ternary forms, 
as Wintle (1982: 95) has pointed out in a similar case in the second movement of 
Webern’s Concerto Op. 24. The section of bb. 144-154 combines and modifies 
motivic material of A and B \ while the developmental character is reinforced by the 
new almost antiphonal texture in the piece, but also by the metric changes in bb. 150- 
151 (which are clearly audible through melodic contour). The abrupt shift to the 
lowest register in b. 155 initiates the last stretch of the development, in which tension 
is built up through the syncopated rhythm and the ascent in octaves in the l.h. of bb. 
155-156, as well as the wider registral ascent and increase of textural density 
culminating in the s f  pentachord in the highest register in b. 161ii.
The release of the accumulated energy comes by the beginning of the recapitulation of 
theme A (in b. 162), albeit initially inverted. The preservation of the rhythmic 
structure of the exposition in the largest part of the recapitulation makes the large- 
scale formal return clear; the fact that both the modified restatements of themes A and 
B^  begin with their inversion will be considered in detail below, since it points to a 
possible way of perceiving the overall form. All thematic sections in the recapitulation 
are curtailed in comparison to the exposition (see Fig. 4.3), possibly because of the 
ensuing coda. The coda is developmental,making reference to theme B  ^ (in bb. 
226-228), theme A (in bb. 230-231) and the ‘punctuative’ gesture of theme A (in bb. 
234-241); the recurrence of the upper melody of theme A and the repetition of the last 
tetrachord of P-0 by the characteristic rhythmic motive semiquaver rest plus 3 
semiquavers round off the overall form (in bb. 243-247).
As mentioned above, in the sonata especially of the nineteenth century, the sense of 
contrast between the two thematic areas initiates the form. This does not seem to hold
In the manuscript Papaioannou labels the coda ‘Développement terminant’ (see P.A., File 20), a 
term used by d’Indy for the sonata forms of Beethoven and later composers (see d’Indy 1912: 283- 
286).
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for Sonata I, at least as regards themes A and although they are differentiated
through serial structure and phrasing, they share the same relentless rhythmic energy 
and contrapuntal texture, while their upper parts start with the same (unordered) set of 
pitches (G#, A, D, C)/^^ This absence of strong contrast that would require 
reconciliation in the recapitulation seems to be compensated by the role of inversion 
at the beginning of the modified restatement of themes A and B \ Thus, a sense of 
large-scale inversional balance is created between the exposition and the 
recapitulation. Rosen underlines the role of inversion in the twentieth-century musical 
style; particularly for the reinterpretation of sonata form by Bartok in his Fifth String 
Quartet Rosen argues that ‘the substitution of an inverted downward motion for an 
initial rising modulation is a fine parallel of classical resolution’ (Rosen 1988: 404).
For Sonata I the issue of large-scale inversion can be further pursued by applying the 
notion of inversional axis. As termed in the relevant analytical literature, the 
inversional axis signifies the pitches (two pairs of pitches or two pitches a tritone 
apart) around which the pairs of notes of the same serial order number of two 
inversionally related twelve-note serial forms are balanced. The inversionally 
related serial forms whose transposition numbers sum to the same number (mod 12) 
share their axis of inversion that is denoted by this number: for example, the pairs P- 
0/1-4 and P-8/I-8 share inversional axis 4 and their pair of notes of the same order 
number balance around pcs D/G#.
The pairs of series of this example are used in Sonata I. As shown in Fig. 4.3—which 
tabulates in detail the relationship of recapitulation to exposition—most of the 
inverted material in both themes balance around the same axis, 4. This aspect 
reinforces the notion that in their characteristic initiating parts the recapitulated 
themes A and B^  balance their counterparts in the exposition. Another side of the 
same theoretical perspective is demonstrated in Fig. 4.4: the inversional axes within
The theme B seems to function more as an element of surprise—adding, together with the slow 
introduction, an unexpected romantic aspect to the classical clarity of formal articulation in the 
Allegro—rather than as a structural thematic element in the unfolding of the piece: it is characteristic 
that it does not appear in the development section, the traditional field of dramatic interaction between 
thematic elements.
The pc identical tetrachord in punctuative role in b. 51 can be considered as the intermediate 
element of an ‘associative path’ between the invariant openings of themes A and B \
See Lewin 1968 and Straus 1990b: 121-132.
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each theme in the exposition (these of the contiguously used inversionally related 
serial forms at the beginnings of themes A and B^) are mirrored by the same ones in 
the recapitulation, in reversed order; in addition, the same axes are employed at the 
opening of the development.
These relationships do not seem mere coincidence. Moreover, as for many analytical 
findings, one can argue that in some way they are ‘sensed’, even if they are not 
immediately perceived aurally. However, the evaluation of these relationships as 
mainly a theoretical abstraction of confined importance in Sonata I would underline 
the following observations: a) the inversional relationship does not apply to the 
totality of the recapitulation, since, as shown in Fig. 4.3, it holds only for the opening 
of the modified restatements of themes A and B \ b) the pcs that define the inversional 
axes are not given any centric fimction in the music, and c) both the above 
considerations of axes of inversion demonstrate a large-scale mirroring of the 
exposition by the recapitulation but do not connect the micro- with the macro-levels 
of harmonic structure: the large-scale axis (4) is different fi*om those operating on 
local level (0 and 8).
In terms of pc centricity, the large-scale inversion and the fi*equent exchange of 
material between hands are crucial in altering the meaning of tonal implications that, 
in some instances, arise in the exposition. However, it is worth mentioning that F is 
emphasized both in theme A and the coda. In A, the repeated c^  in bb. 38-39 
‘progresses’ to f^  in b. 40, the durationally prominent pitch at the punctuative gesture 
of theme A; the octaves F at the lowest register at the beginning and during the course 
of the transitional section (bb. 43 and 50) offer momentary confirmation of this 
priority. In the coda, F gains prominence by the rhythmic, metric and registral 
emphasis at the beginnings of the rising waves in bb. 234 and 239 and also recurs as 
the last pitch of the movement.
With regard to the second movement in sonata form of the piece (III), Fig. 4.5 
provides a synoptic description of the main motivic and textural events that articulate
A weaker case can be made for the priority o f Bb in thematic area B: in B^  pcs Bb and F appear at 
the beginning and the end (bb. 65i and 70ii/l.h.), while in B^  Bb is repeated at the bottom of the 
accompaniment (bb. 118-119).
184
the form. While, as in the first movement, a break precedes the beginning of the 
second thematic area (b. 39), the most characteristic textural element in delineating 
formal boundaries is the recurrence of dense chords; in most cases these are 
distinguished by staccato and s f  articulation, coming at the terminus of a gradual 
textural accumulation or registral ascent and usually followed by an abrupt shift to the 
low register. Although their pitch structure does not seem to be governed by an 
underpinning logic, these chords provide clearly identifiable punctuative points by 
their sheer number of notes.
In Sonata IQ inversion does not play, as in the first movement, any structural role for 
the unfolding of the overall form. However, as listed in Fig. 4.6, inversion is one side 
of the notion of large-scale variation that seems the main compositional principle 
here: in the almost bar-to-bar modeling of recapitulation on the exposition, short 
sections are inverted, rhythmically or metrically altered, expanded or compressed, 
while slightly different partitioning of the series often provides a varied melodic 
surface in the lines constituting the polyphonic fabric. In most cases the main concern 
in the selection of the serial forms in the recapitulation seems to be the smooth linking 
of the successive serial forms by local invariants.
In many aspects Sonata IE can be heard as an only slightly different sound ‘image’ of 
the sonata form recreated in the first movement: the affinities of the two outer 
movements of the work range from surface resemblances (e.g. the transitional sections 
in both start with the first shift to the low register and octaves in the lowest part), to 
structural similarities, such as the focus on the rhythmic motive 2 semiquavers plus 
quaver in both their second thematic areas. More generally, the sense of lack of strong 
differentiation is enhanced by the spartan rhythmic vocabulary, consisting mainly 
either of brief motives or of a steady semiquaver pulse. In addition, this spartan 
rhythmic vocabulary has its counterpart in harmony: because of the tetrachordal 
invariance within the series and the insistence on block topography for the largest part 
of the music, there is a recurrence of characteristic harmonic types such as the 
tetrachord 4-Z15 (for example, this tetrachord punctuates themes A and in I, in bb. 
41 and 71, and recurs as the ostinato figure at the opening of in in bb. 3-9/l.h.). It is 
because of this restricted pitch and rhythmic material that in some places (such as the 
developmental continuation of theme B in IE) the music sounds too repetitive and
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possibly ‘weak’ in retaining the interest of the listener. However, this repetitive 
texture at the same time exhales the rhythmic vitality and relentless energy of Baroque 
music and can be perceived as an unambiguous aesthetic and ideological statement: 
on one hand it underlines its neoclassical orientation; on the other, it realizes on 
different aspects of structure (pitch structure, rhythmic material and form—through 
the motivic interrelationships between movements and the overall ‘cyclic’ form) the 
early modernist ideal of organicism, as it is specifically expressed in the words and 
music of the composers of the second Viennese School.
Absence of strong rhythmic variety characterizes also the sonata form of Suite VIE. 
With regard to the two thematic areas, this absence is compensated by a well-defined 
change of metre; as listed in the formal outline of the work in Fig. 4.7, the second 
theme starts when metre changes from 8/8 (3+2+3) to 7/8 (3+2+2) in b. 15. Given the 
absence of breaks in the texture, the additional factors in the delineation of form can 
be summarized as follows: a) changes in texture, as discussed earlier, and in the speed 
of rotation of the aggregate in each theme (eveiy one bar in A, every two in B), b) 
closely interconnected (and faster rotated) serial forms only before theme B (b. 14), 
and c) the use of reordered series in the development section. More specifically, the 
development begins with what might deemed, like the isomorphic partitioning, 
another metaphor of the sequence in tonal developments: in a continuously fluctuant 
serial pitch structure which avoids pc repetition, the pc invariance (F, G, Ab, A and 
Bb) in the left hand in bb. 22-23 takes the place of intervallic and rhythmic invariance 
in tonal sequential passages. In terms of the relationship of the recapitulation to the 
exposition, here inversion plays a negligible role, as shown in Fig. 4.8. However, a 
sense of large-scale ‘neutralization’ of the two themes results from the exchange of 
their metric identities in the recapitulation (the first theme is now heard in 7/8 and the 
second in 8/8).
This issue will be discussed in detail in Chapter Five.
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CHAPTER FIVE
Conclusion: Different styles/common threads
As can be inferred from the analyses of the previous chapters, motivic working 
remained a stable element in Papaioannou’s compositional armoury from the 
beginning of his career up to his twelve-note works. Indeed, the motive stands at the 
core of the notion of organic growth and unity as developed by Papaioannou in the 
only two texts in which he makes explicit reference to aspects of the compositional 
process, as he believed they stood for the music of the past, but also as they had been 
applied to his own music. Written in 1965 and 1975 respectively, later than the last 
work that we examined in this study (Suite, 1959), both texts (‘Imagination, Thought 
and Technique’ and ‘The Artist in his Studio’) articulate the notion of organicism, 
‘the most pervasive and persistent nineteenth-century metaphor’ (Levy 1987: 4). 
Taking also into account the consideration of this notion by several writers as being at 
the conceptual basis of the different facets of early European modernism,^ in this 
chapter I relate this notion to several of Papaioannou’s statements, contemporary to 
the two afore-mentioned texts; these statements were of great importance during this 
period for the dissemination of musical modernism in Greece because of 
Papaioannou’s position as the first chairman of the newly formed (in 1965) Hellenic 
Association for Contemporary Music and the Greek Section of the International 
Society for Contemporary Music (ISCM).^
Additionally, I will also consider the notion of organicism as the main common thread 
in the different stylistic sides of Papaioannou’s creative career: I will trace its explicit 
or implicit presence in Papaioannou’s various texts, pointing to the possible sources 
of influence through which this concept became central to his compositional thought 
from the beginning of his career. Subsequently, the different technical aspects of the 
application of the concept in Papaioannou’s music up to his twelve-note piano works
 ^See, for example, Frigyesi 1998.
 ^A rich documentation for the founding of these institutions and their aims can be found in P.A., File 
‘E.S.S.Y.M.’. Article 4 of the Statute of the founding of the Association (p. 1) states that ‘the exclusive 
aim of the Association is the promotion and dissemination of Contemporaiy Music by all proper 
means’.
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will be examined. Moreover, I propose that the basic characteristics of this application 
might be projected, in a more abstract manner, in order to offer a schematic 
perception of Papaioannou’s stylistic evolution.
As discussed below in detail, both the notions of organicism and that of stylistic 
evolution suggest a teleological view of temporal processes. As part of an attempt 
towards a critical evaluation of Papaioannou’s music, this view will be interrogated 
under the postmodernist questioning of ‘grand narratives’.^  However, in order to point 
to possible routes for future research, and also as an acknowledgement of the stylistic 
diversity in Papaioannou’s music, I will attempt an evaluation of his music both under 
the characteristic modernist category o f ‘historical criticism’ (see Dahlhaus 1983: 14) 
and the postmodernist attitude of ‘delight in diversity’ (see Meyer 1991).
The notion of organicism in Papaioannou’s thought and music
Near the beginning of his lecture entitled ‘Imagination, Thought and Technique’, 
given in 1965, Papaioannou maintains:
Sound is a physical phenomenon. It is a simple impression. Beginning 
from this impression, we investigate what the human spirit can achieve, 
and how it produces creatures, like the works of art, which will have 
independence and self-sufficiency like living organisms, by putting 
together elements apparently unconnected and irrelevant.
Papaioannou 1966a: 94"^
Later, his aesthetic point of departure in the organicist perception of the work of art 
becomes clearer:
Every musical composition is the product of a generative idea, a core 
that includes, in embryonic state, all the characteristics of a perfect 
organism. This core passes progressively firom different evolutionary 
stages; it is transformed, multiplied and finally shaped in a complete 
and self-sufficient organism. We name this generative idea motive.
Papaioannou 1966a: 96
3 This expression was iatroduced by Jean-François Lyotard (1993).
 ^The quotations are from the published version of the lecture (Papaioannou 1966a).
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Similar ideas are reiterated in his lecture ‘The Artist in his Studio’, delivered ten years 
later, where he characterizes the first conception as ‘the cell...[or] the seed that will 
give the tree’ (Papaioannou 1975: 1). Moreover, having stated that ‘form is the 
incarnation of the idea in a sonic phenomenon which is endowed with all the 
components and properties of a living organism’ (Papaioannou 1975: 3), he 
underlines the lifelike rather than mechanical quality of organic musical forms in 
which parts can be felt to cohere in an effortless and spontaneous way:
The lack of the sense of form is evident in the cases in which anarchy 
in the articulation of the constituent parts of the musical work prevails, 
or in the application [by the composer] of a mechanically 
predetermined plan in which the coherence of the constituent parts is 
not convincing, and their evolution does not seem spontaneous.
Papaioannou 1975: 3
Especially with regard to the 1965 lecture, these ideas were expounded in a period in 
which the twelve-note technique and the serial organization of other musical 
parameters were at the constructional basis of Papaioannou’s music.^ Thus, taking 
into consideration the centrality of the interrelated notions of organic growth and 
holistic unity to the thinking of the composers of the Second Viennese School, in the 
first place Papaioannou’s ideas might be deemed an immediate reflection of these 
notions.^
 ^ This observation is based on my reading of the sketches and the scores of the works Concertino for 
piano and string orchestra (AKI 153, 1962), Symphony No. 4 (AKI 154, 1963), String Trio (AKI 155, 
1963) and Symphony No. 5 (AKI 156, 1964) (see P.A., Files 27, 28 and 29). While the String Trio 
seems the first work by Papaioannou that includes movements with serial rhythmic organization, 
Webern’s influence is particularly evident in the second movement of the Fourth Symphony: this is 
based on the formal model of the second movement of Webern’s Symphony Op. 21 comprising a 
theme, seven variations and a coda, all utilizing the scheme of the mirror form (the second half of each 
formal section is the exact mirror of the first). Not surprisingly, Webern’s Symphony was one of the 
works that Papaioannou discussed in the 1965 lecture.
 ^Representative expressions of the notion of organicism by Schoenberg and Webern are:
A real composer does not compose merely themes, but a whole piece. In an apple 
tree’s blossoms, even in the bud, the whole future apple is present in all its details—  
they have only to mature, to grow, to become the apple, the apple tree, and its power 
of reproduction. Similarly, a real composer’s musical conception, like the physical, is 
one single act comprising the totality of the product. The form in its outline, 
characteristics of tempo, dynamics, moods of the main and subordinate ideas, their 
relation, derivation, their contrast and deviations—all these are there at once, though 
in embryonic state. The ultimate formulation of the melodies, themes, rhythms, and 
many details will subsequently develop through the generating power of the germs.
Schoenberg 1984: 165
Webern’s view had its conspicuous origin in Goethe’s idea of the ‘primeval plant’:
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In this case, the analogy is not limited to the application of the notion of organicism in 
musical composition, but also in Papaioannou’s contemporary expression of 
interrelated themes, which were central to the ideas of early European modernism. As 
demonstrated in detail by Judit Frigyesi: The emphatic affirmation of organicism in 
the twentieth century evolved into an ideology of modernism even though its roots 
were obviously in romanticism’ (Frigyesi 1998: 30). A focal element of this ideology 
was the perception of history as an evolutionary process. As argued by Ruth Solie, 
‘the very instinct which draws analogies between organic life and musical works 
impels the theorist to see the history of music as a determinate, developmental 
process’ (Solie 1980: 154).  ^In this ‘organic’ reading of the historical process artistic 
developments of the present are considered as the natural and inevitable continuation 
of the past ones, while artistic forms of the past are seen as carrying the seeds of 
future developments. Papaioannou articulates these ideas in a public discussion 
entitled ‘New Trends’ (Papaioannou 1971):^ while he presents the contemporary form 
of theatrical happening as having its ancestor in Commedia del’Arte, he argues that 
Mozart’s Würfelspiele foreshadowed the aleatoric processes of contemporary music 
(Papaioannou 1971: 2). This idea lay at the core of Papaioannou’s belief—often 
expressed during this period—in endless innovation, which is also reflected in his 
statement that ‘every epoch is transitional’ (Papaioannou 1971: 2).^
What is manifest in this view? That everything is the same; root, stalk, blossom. And 
in Goethe’s view the same holds good for the bones of the human body. Man as a 
series of vertebrae, each different from the others and yet similar. Primeval bone- 
primeval plant. And it’s Goethe’s idea that one could invent plants ad infinitum. And 
that’s also the significance o f our style of composition.
Webern 1963: 40
Papaioannou mentions Goethe’s idea that in music form and content are identical in the 1975 lecture 
(Papaioannou 1975: 3).
 ^Apart from Solie 1980 and Frigyesi 1998, see also Pastille 1984, Levy 1987 and Montgomery 1992 
for the application of the notion of organicism in music composition, but also in music criticism and 
analysis, from the romantic period up to the Second Vieimese School, as well as for the philosophical 
and literary origins of the notion.
 ^ See P.A., Box ‘Biography B’, file ‘E.S.S.Y.M.’ for the typewritten text with Papaioaimou’s answers 
on the questions that were to be posed in this discussion.
 ^This concept was central to the ideas of the Greek aesthetician and philosopher E. P. Papanoutsos; as 
shown in Papaioannou’s extant draft notes made before writing his 1965 lecture (these notes are kept 
by Mrs Papaioaimou, to whom 1 am grateful for letting me have access to them), Papanoutsos’s 
writings (and especially Aesthetics of 1948) were among the literature he consulted in order to 
formulate his own ideas. The most easily accessible writing o f Papanoutsos to an English speaker 
presents views similar to those ejqjounded in Aesthetics and ends in a characteristic way for his
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Papaioannou expressed similar views in his short talks as the chairman of the Hellenic 
Association for Contemporary Music during the various inaugurations of the Hellenic 
Weeks of Contemporary Music/^ These introductory talks acquire great significance 
since they seem to be intended to fimction as the ‘official’ voice of the aesthetic and 
ideological orientation of the institutional establishment of modernism in Greece. In 
these talks Papaioannou reiterates notions and categories which were central to the 
ideology of early European modernism such as ‘truthfulness’, ‘originality’, 
‘authenticity’, ‘inner vision’ and ‘inspiration’.^  ^ For example, in his talk for the 
inauguration of the First Hellenic Week of Contemporary Music on 14 April 1966 he 
notes:
The real pioneer does not seek originality for its own sake; on the 
contrary, this exists inside him and appears suddenly like something 
very natural to him, because it is nothing else than a self-evident 
reality, a solid truth which has matured and [now] begins to give fruits.
Papaioannou 1966b
The extent to which these ideas, and particularly the central notion of organicism, 
indeed mirror the aesthetic ideas and aspects of the compositional practices of other 
Greek modernist composers is an issue requiring future research. Towards this 
direction it is worth mentioning that the organic metaphor seems to hold also for 
Christou, especially for his early works: the Phoenix Music for orchestra (1949) 
springs out of a motive consisting of a minor second and a diminished third, while the 
same motive is also used to generative effect in his First Symphony (1950).^^
Elements of the idea of organicism can be traced in Papaioannou’s thinking 
throughout his career, apart from their ‘expected’ centrahty during his serial period. In
perception of each epoch as transitional: ‘The old forms have ceased to serve, the new ones are still in 
gestation’ (Papanoutsos 1962: 336).
The Hellenic Weeks of Contemporary Music (held in Athens in 1966, 1967, 1968, 1971 and 1976) 
were the cornerstone of the activities of the Hellenic Association for Contemporary Music. According 
to the programme of the First Week, they ‘aimed at offering the opportunity to the Greek Public and to 
visitors in Greece to become acquainted with a wide spectrum of representative works of our time, not 
neglecting ‘classical’ contemporaiy compositions or such of historic interest, but putting clearly the 
emphasis on the more recent trends and avant-garde music. A special place will be given to 
contemporaiy Greek music production’ (p. 5, English in the original). (P.A., File ‘E.S.S.Y.M.’).
See Frigyesi 1998: 36-40. Frigyesi argues on the close relationship o f these notions to the concept of 
organicism.
See Symeonidou 1995:440.
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the programme notes of his own works he repeatedly used to underscore the thematic 
affinity between movements (and the structural role of the slow introduction for this, 
as the thematic harbinger of the subsequent movements) in stylistically disparate 
works such as Symphonies Nos 1 (1946) and 3 (1953)/^ moreover, in his own 
thematic analysis of Vassilis Arvanitis (1945) he labels the theme that is intended to 
depict musically the central hero of the Symphonic legend as the ‘Thème générateur 
de toute Tœuvre’ In addition, in an undersigned draft note of 1954 he writes: ‘Form 
is the articulation of elements towards a unified whole (or towards a ‘higher unity’)’/^
The Hegelian tone of the last saying is unmistakable/^ However, with regard to the 
beginning of Papaioannou’s creative career, ideas of organicism seem to have become 
engraved in his artistic awareness not through aesthetic or philosophical writings, but 
mainly via practical textbooks on music. Although different nuances of the idea of 
organicism were circulating in Greece in early 1930s,^  ^Papaioannou’s main sources 
of influence seem to be d’Indy’s Cours de composition musicale (bought in 1926) 
and, possibly, Ebenezer Prout’s Musical Form (bought in 1938). As demonstrated in 
his own analyses of music of the past (such as Beethoven’s Sonata Op. 28),^  ^
Papaioannou adopted d’Indy’s identification of motivic ‘cellules’ as the smallest 
particles in the form building process. According to d’Indy these ‘cellules ou germes’ 
are melodic, rhythmic or harmonic entities which give birth to the period, which, in
See PA., File ‘Analytical notes’.
SeeP.A., File 8.
I found this note m Papaioannou’s handwritten notes which are kept in P.L.
As summarized by Julian Johnson, for Hegel ‘higher unity’ is the manifestation o f a universal 
process of the whole of nature, in which unity is the outcome of the human dialectic o f working 
through difference (Johnson 1994: 109). Solie argues persuasively that ‘the clearest explication o f the 
relationship o f idealism to organicism is found in the aesthetic writings of Hegel’ (Solie 1980: 149).
As regards music, two severely different aspects o f the organicist idea are articulated m Greece 
during this period: in the writings of Skalkottas, on one hand, and those of the nationalist composers on 
the other. As summarized by Elena Konstantinou, Skalkottas in various writings, of which only a small 
part reached public awareness during his lifetime, expresses ideas of organic growth and unity that 
demonstrate ‘the unmistakable affinity o f thought between Schoenberg and Skalkottas’, and which give 
emphasis to originality, histoiy o f music as an unbroken and ongoing evolutionary process and 
thematic development (Konstantinou 2001: 1-2). On the other hand, in their writmgs nationalist 
composers expressed ideas that can be traced to Herder’s concept of the nation as an organic, 
autonomous entity. See Bliss 2001: 4 and 42—54 for a discussion of this aspect, as well as for examples 
of the use of the tree metaphor in discussing national music in the writings of the nationalist composers 
Lambelet and Petridis.
As shown in Papaioannou’s annotated copy in P.L. See also Papaioannou’s similar motivic analysis 
of his owR Allegro en forme S dithématique (1934) in the manuscript kept in P. A., File 1.
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turn, evolves to the phrase (d’Indy 1912: 234)/^ The large-scale form is created from 
the ‘développement organique’ of these units through the techniques of augmentation, 
diminution and superimposition (d’Indy 1912: 242-243). A similar organic potential 
is ascribed to the motive by Prout: ‘Here we have what (to borrow a scientific term) 
we may call the ‘protoplasm’ -the germ out of which all music springs’ (Prout 1893: 
26)?^ Moreover, Papaioannou’s predilection for cyclical forms and thematic affinities 
among formal sections—another element of organicism—seems also to have its origin 
in d’Indy’s ‘promotion’ of this aspect as a compositional model that he, after Franck 
and Beethoven, followed himself aiming at the unity of large forms.^^
Representative of the continuing effect of d’Indy’s ideas on Papaioannou’s thinking is 
the way he defines the ‘generative idea’ in his 1965 lecture:^^ having identified it, as 
quoted above, with the motive, he argues that it is conceived during ‘the peculiar 
psychological state termed inspiration...as a single melodic cell [which is] sometimes 
amorphous, sometimes further organized with a characteristic rhythm, and many 
times equipped also with harmonic dressing’ (Papaioannou 1966a: 96).^  ^ In 
exemplifying the latter case Papaioannou characteristically quotes the initiating 
gesture of Tristan^ the same example used by d’Indy for his ‘cellule harmonique’ 
(d’Indy 1912: 238). Then Papaioannou argues:
The characteristic elements of the motive are those that will be used as 
the raw material for the elaboration which will lead to the final goal. Its 
[the motive’s] transformations, [and] its combinations with other 
elements that also derive from itself, constitute the process that it will 
follow.
Papaioannou 1966a: 97
It is worth mentioning that this compositional procedure is described by Papaioannou as the first step 
in the form-building process in a handwritten, undated note carrying the title ‘First lesson in 
composition’, which is kept in P.L..
This phrase is underlined in Papaioannou’s own copy of Prout.
See d’Indy 1912: 375-434. It is characteristic that d’Indy devoted a whole chapter to ‘La Sonate 
cyclique’.
^  In the unpublished article which, however, was the first text on Papaioannou that pointed to the 
consideration of motive as a crucial element for the understanding of his music, Yannou suggests that 
‘one has not to underestimate the coincidence o f the notion of the generative idea in Papaioannou with 
the poetic idea in the aesthetics of the music of Romanticism’ (Yannou 2000:24, footnote 47).
^ An even more direct expression of characteristically romantic aesthetic ideas expounded in d’Indy 
can be discerned in Papaioannou’s use of a phrase quoted also in d’Indy: ‘the Musical idea... is a spark 
that flies into Infinity' (Papaioannou 1966a: 98, d’Indy 1912:232).
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Papaioannou’s emphasis on the teleological character of motivic elaboration is 
strongly reminiscent of ‘developing variation’, a central notion in Schoenberg’s 
teaching. As Haimo summarizes after having considered the various uses of the term 
in Schoenberg’s writings:
Developing variation is a special category of variation technique, one 
that implies a teleological process. As a result, later events—even 
markedly contrasting ones—can be understood to originate from, or 
grow out of, changes that were made in the repetitions of the earlier 
musical units.
Haimo 1997: 351^ '*
Although I have not identified any explicit reference to this term by Papaioannou 
either in his lectures or in any other of his writings, he might well have been 
acquainted with this notion and its meaning through Style and Idea.
In any case, the analyses of the previous chapters revealed how different aspects of 
organic thinking, and elements that could be interpreted more specifically under the 
notion of the developing variation recur in Papaioannou’s music. Here I will 
summarize these aspects, using also examples derived from pieces that have not been 
part of the main analytical narrative of the thesis; this will provide a concluding 
overview of the various sides of the application of the notion of organicism in the 
music of Papaioannou, which are common to the different stylistic periods of his 
creativity. In the following discussion I also adopt the notion of ‘prototypical 
thinking’ which, as is argued by David Montgomery (1992), can be seen as an 
important element in the early theories of organicism and a characteristic element in 
the analysis of nineteenth-century music. Montgomery focuses on two different 
expressions of the prototypical thinking: in the theories of the author Johann 
Wolfgang von Goethe he identifies the ‘all-inclusive prototype’ whose parts generate 
the later parts (an abstraction whose analogue in music he terms ‘complex motivic 
prototype’), and in the theories of the naturalist Jean-Baptiste Robinet the notion of 
the ‘small primal element, a cell possessed of a will to develop into higher forms’, 
which he identifies as the most common concept in the analysis of nineteenth-centuiy 
music (Montgomeiy 1992:18,26-27).
On ‘developing variation’ see also Epstein 1979, Frisch 1984 and Dahlhaus 1987: 128-133.
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One characteristic, and elementary, expression of prototypical thinking in nineteenth- 
century music is the model-and-sequence construction of themes.^^ In this 
constructive principle the theme is produced by the initiating motive and its 
immediate sequential or ‘semi-sequential’ repetitions, as Schoenberg terms the 
‘slightly varied repetitions’ in his dismissive account of this aspect of nineteenth- 
century music (Schoenberg 1984: 129)?^ In Papaioannou’s music this element 
reappears in stylistically different pieces; for example, in theme B of the sonata form 
of the first movement in the early tonal Sonata for violin and piano (AKI 19, 1936) 
(see Ex. 5.1), but also in theme A of the sonata form in the twelve-note Suite VIII (see 
Ex. 4.23a).
A sequential structure, now applied to a three-bar unit (which is itself sequentially 
constructed), is also discerned in the second theme (bb. 20ff) of the first movement of 
the Sonata for violin and piano of 1946. However, the most interesting aspect here is 
how the affinity between the two themes of the sonata form is achieved on different 
levels of structure—a characteristic that has also been pointed out in the analyses of 
the twelve-note piano sonatas. Ex. 5.2 traces the repetitions and gradual variations of 
the opening robust motive of theme A until it is transformed into the lyrical opening 
motive of theme B in b. 20. Nevertheless, this is not the only aspect in which theme A 
acts ‘prototypically’ for theme B. In theme A, the opening four-bar phrase is repeated 
slightly varied on the subdominant in bb. 5ff; on the one hand, this motion adumbrates 
the larger move to the subdominant in the second theme (the subdominant is spiced 
with several modal mixtures—quite expectedly considering Papaioannou’s focus on 
the Byzantine chant modal resources during this period—but is unequivocally 
asserted as the local tonal centre in theme B through the final cadence of the 
exposition in b. 39); on the other hand, the same harmonic plan is repeated in the 
sequence within theme B (bb. 20-22 are sequentially repeated a perfect fourth higher 
in bb. 23-25—b. 22 is slightly varied in its repetition in b. 25).
Referring to this technique Carl Dahlhaus states that ‘the thematic material was reduced during the 
course of the nineteenth century from the period to the motive’ (Dahlhaus 1989: 53).
Schoenberg dismisses this technique in Wagner, among others, as ‘primitive’ and ‘inferior’, as 
opposed to the ‘developing variation’ technique that he asserts holds for Brahms, in which exact 
repetitions are avoided (Schoenberg 1984:129).
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The Scherzo for piano (AKI 34, 1938) exemplifies another side of prototypical 
thinking: the work starts with what is later in the piece understood as a ‘complex 
motivic prototype’—as mentioned above, this term is introduced by Montgomery 
(1992) as the musical analogue of the prototype in Goethe’s perception of organicism; 
this prototype acts as ‘a source...[, as] a larger motivic group containing all the 
individual motives that develop into thematic groups during the course of the work’ 
(Montgomery 1992: 40). Ex. 5.3 demonstrates how motives a and b are separately 
abstracted and, being varied, they yield the thematic material of the two episodes of 
the unexpected rondo-like form.^  ^As also shown in Ex. 5.3, the stepwise descent of 
motive a can be considered the generative cell of motive b. On a larger scale, because 
of the close motivic working and the repetitive phrase structure within all the formal 
subsections, there is a strong motivic coherence throughout the work.
As can be inferred fi*om the analyses of the previous chapters, in most cases the 
initiating formal subsection, of varied size, functions, to a different extent, as a 
complex prototype; however, this function does not exclusively hold for the motivic 
melodic material (a case of harmonic prototype has aheady been discerned in the 
Sonata for violin and piano of 1946), nor it is always as neatly expressed as in the 
Scherzo.
In the Preludio of the Humoristic Suite, the first four-bar phrase encapsulates all the 
motivic material that is manipulated later in the movement; moreover, motivic 
fragments derived fi*om this phrase are used in generating new melodic material in 
later movements (two characteristic examples: the rhythmic transformation of the 
mordent opening figure in initiating the Gavotte and the Musette and the reappearance 
of the ascending perfect fourth motive of b. lii at the opening of the Sarabande and 
the Interludio). In the Nocturnal Fantasy the introductory gesture (bb. l-2ii) acts, as 
shown in Ex. 2.33, as a repository of motivic ideas further developed later.
As mentioned above, the notion of organic growth and holistic unity was central to 
the ideas of Schoenberg and Webern. More specifically, with regard to the twelve-
The sense of parody created by the incongruence o f the form which is announced in the title with the 
content of the piece is also discerned in other works of the same period (Humoristic Suite, Minuetto). 
The rondo form of the Scherzo is articulated as follows: A (bb. 1-26), B ^b. 27-61), A (bb. 62-87), C 
(bb. 88-132) and A' (bb. 133-166).
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note series Webern argued: ‘The series ensures me unity. Thus the generative Idea 
remains the same from the one extreme of the work to the other. Only the form with 
which this [Idea] is presented differs’ (Webern 1963: 157). Papaioannou’s similar 
perception that the twelve-note series is a ‘guarantee’ of coherence and unity might be 
inferred by the fact that the slow introduction of his twelve-note piano Sonata does 
not function as a preview of the thematic material of the next movements, at least to 
the extent and transparency of this function in the slow introductions in his previous 
music (such as in Symphonies Nos 1 and 3). However, suggestions of the concept of 
organicism can be recognized in two aspects of Papaioannou’s application of the 
twelve-note technique: first, in the derivation of new series from the main one, and, 
second, in the serial structure of Inventions XI and XII. In both these Inventions the 
opening formal units (bb. 1-11 in XI and 1-8 in XII) are based on the succession of 
the four forms of the series on transpositional level 0. This seems to act prototypically 
for the subsequent repetition—sometimes with slight variations—of the same serial 
scheme in the remaining eleven chromatic steps.^  ^Nevertheless, in both these aspects 
the notion of organicism has a considerably more abstract character than in motivic 
manipulation. Both aspects are theoretic processes without aurally perceptible effects. 
More specifically, the relationship between ‘generative’ and derived series is not 
aurally perceived since the logic of the arithmetic relationship between the order 
numbers of the latter to those of the former is not translated ipso facto to a 
relationship between their intervallic content. Moreover, the transposed repetitions of 
the initial serial scheme in Inventions XI and XII cannot be aurally recognized as such 
because of the immensely differentiated pitch surface, which is often the result of 
block serial topography.^^
With regard to the consideration of the diachronic motivic processes in Papaioannou’s 
music (i.e. the way the motives are treated from their first appearance until the end of 
each work), the variety in motivic manipulation discerned in the analyses of the 
previous chapters does not allow the extraction of hard and fast principles with an 
overall application. However, there are two characteristics of motivic handling that
^ See the serial tables m Appendix III.
The interrogation of the audibility of these aspects of serial structure exemplifies issues that are often 
raised in the critical discussions of serial music; the focus of these discussions is on the divergence 
between compositional intention and aural perception. The issues raised centre on the dichotomies: 
order/disorder, rationality/randomness and continuity/fragmentation (see, for example, Williams 1997: 
49).
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seem to acquire strategic importance in the unfolding of form; the first recurs at the 
junctures of both micro- and macro-scale formal articulation, while the second is 
particularly associated with formal closure.
More specifically, the first is similar to what Heinrich Schenker called Knüpftechnik, 
a technique which is shown by Schenker in Brahms’s music as a means of insuring 
continuity. It refers to a motivic linking, in which an inconspicuous motivic detail at 
the end of one phrase initiates the next (Schenker 1954: 11-12 and footnote 10).^ ® An 
obvious example is included in Papaioannou’s Sonata for violin and piano of 1936: as 
shown in Ex. 5.1, the espressivo chromatic embellishing motion in the middle voices 
at the end of the transitional phrase (b. 16ii-iii, e-f and c#^-d^^ is taken up by the 
violin in the subsequent bar (in transposition and diminution) as the initiating figure 
of theme B (#^-g^). The conceptual basis of this technique—to provide immediate 
links between successive formal sections—is discerned as well on a larger scale, 
between consecutive movements, and also, more abstractly, in different aspects of 
construction, apart from motivic working. Two characteristic examples of a larger- 
scale application are provided by the way in which the initiating motivic materials of 
Invention II and Sonata HI are announced at the end of Invention I and Sonata II 
respectively; while the last case is described in Chapter Four, in b. 26 of Invention I 
the sudden /  monophonic texture highlights the rhythmic motive 2 semiquavers plus 
quaver and the first trichord of P-0, which provide the inaugurating motivic material 
in Invention II. Representative examples of elements that can be deemed more 
abstract expressions of this technique can be found in Papaioannou’s music 
throughout his career. In Odalisque the characteristic quasi Clarino improvisatory 
gestures of demisemiquavers in section B are prefigured by a texturally similar figure 
near the end of section A (b. 12iii-iv). In the Nocturnal Fantasy the opening of the 
middle section of the temaiy form {Poco Allegretto, bb. 35ff) focuses, both 
melodically and harmonically, on the pentatonic collection; this collection has gained 
gradual melodic emphasis in the immediately previous section (a ‘pure’ pentatonic 
melody is introduced by the marcato voice in bb. 21-23, which is monophonically
30 See also Frisch 1984:15-17, 80.
1 consider this gesture as the end of the transitional phrase, which starts in b. 13 and is played by the 
piano solo, because it is the harmonic goal of the section.
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repeated in bb. 31-33i).^^ An even more abstract case is discerned in the twelve-note 
piano Sonata: the only functional implication of the unexpected short gesture at the 
end of the slow introduction (bb. 29-31) is to provide an immediate serial link to the 
opening of the ensuing Allegro (both are based on the superimposition of P-0 and R- 
3).^  ^ This can be deemed a larger-scale expression of a frequent characteristic in the 
serial structures of Papaioannou: in consecutive twelve-note forms the last segment of 
the first series is often invariant to the first segment of the series that follows. The 
similarity of these two aspects of serial structure is particularly evident in the cases in 
which the segmental invariant property of the consecutive series is repeated and is not 
used for the elision of the two serial forms.
Regarding the second recurrent characteristic of motivic treatment in Papaioannou’s 
music, this is only one aspect of a more general association of the notion of telos with 
that of recollection of previous events in his music. Motivic summary reappears as a 
significant element of closure in different contexts. As shown in Ex. 2.10, in the last 
three bars of the Gavotte of the Humoristic Suite most of the motivic elements that 
have been heard so far not only in this movement but also in the preceding Preludio 
are juxtaposed or superimposed. Here, in the last two bars this combination of motivic 
fragments is ‘coordinated’ by the outlines of a traditional cadential motion (D minor: 
ii^-V^). A larger-scale combination of fragments derived from the previous 
movements is discerned in the last movement of the published version of the Corsair 
Dances (VU^), but here one cannot speak of integration. Although the transpositional 
levels of some of the melodic elements conform to the D-based ostinato figure, the 
overall sense is that of a juxtaposition of unrelated elements. Because of the 
association of the juxtaposed fragments with the heroes on stage in previous 
movements, the juxtaposition of these fragments seems to serve the intention of 
creating a musical analogue of the fight between the heroes which is taking place on 
stage in this movement.^"  ^However, what is important is that, as discussed in Chapter
It has to be stressed that here the reference is to the pentatonic collection as a pc set collection, 
without considering its tonal connotations. If these are to be taken into consideration, this similarity 
relationship is seriously confined to the possible recognition, on behalf of the listener, of the 
characteristic pentatonic sound, despite the C# minor and the Bb major contexts of the two sections 
respectively.
This serial linking provides a possible rationale for this short gesture, which sounds rather 
unexpected because o f the momentaiy halt of the music in bb. 27-28.
In the ballet version of the work the title o f the movement is Trio (Fight).
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Three, the fact that this movement is exclusively based on the juxtaposition of 
previously stated material seems to have been Papaioannou’s main criterion for 
selecting this movement as the last one of the published version; thus the recollection 
of previous events is considered to give a satisfactory sense of closure in musical 
terms—in the published version for piano there is no reference to the plot of the 
ballet.
The same notion is also discerned in large-scale thematic strategies. Perhaps the most 
representative example is the First Symphony. As argued by Kokkonis (1999), in the 
last Rondo movement, the episodes are based on the elaboration of melodic ideas that 
have already been used in previous movements.^^ In addition, in the twelve-note piano 
Sonata, in the coda of the last movement (bb. 204 up to the end) there is a clear 
reference to the texture, rhythmic motives and serial structure of the two thematic 
areas of the sonata form of this movement (which, as shown in Chapter Four, have 
great affinity with the respective thematic areas of the first movement).^^ Moreover, 
there is reference to the opening gesture of the whole work which provides the 
rhythmic motivic material for theme of the first movement, and also for movement
11.^  ^Equally, the conceptual basis of the same idea can be detected in aspects of serial 
structure: in the last and most protracted movement of the 12 Inventions and Toccata, 
Papaioannou embraces all the reordered serial forms that have been separately 
employed in previous Inventions.^^ The String Trio (1963) provides another 
characteristic example: as Papaioannou argues in the programme note of the work— 
and is confirmed by the sketches—the last (ninth) movement brings back all the three 
types of series that have been used separately so far.^^
In terms of compositional process the sketches of the Third Symphony demonstrate this aspect 
palpably. It seems that it is Papaioannou’s concern from the first steps of the compositional process to 
‘check’ the superimposition of themes—particularly o f the two themes that are first heard in the 
introduction and then are varied in order to provide the initiating themes of the first and last 
movements; this superimposition first appears in the last stretch o f the introduction. (See P. A., File 18).
More specifically, the r.h. of bb. 204 and 216 recall the opening o f theme A, bb. 210-215 recall the 
opening of the piece, while a clear reference to theme B is heard in bb. 223-225.
 ^ For a discussion of similar strategies in music of the ‘romantic generation’ see Rosen 1996: 88-92. 
Although Kokkonis makes reference to the similarity of this strategy in Papaioannou to Brahms’s 
symphonies and their special weight in their last movement (Kokkonis 1999), I think it is more possible 
that the immediate influence for such thematic plans for Papaioannou was Franck’s Symphony in D 
(and, more specifically, d’Indy’s analysis of the work).
See the serial structure in Appendix III.
See P.A., File ‘Analytical notes’ and File 28.
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By way of conclusion concerning the continuing presence of the above motivic 
processes in Papaioannou’s music, the following discussion will focus on the analysis 
of motivic manipulation in two short piano works of immense stylistic divergence: the 
tonal-modal Minuetto (AKI 31b, 1937) and the first Invention from the twelve-note 
12 Inventions and Toccata of 1958.
Ex. 5.4 demonstrates the motivic fragments of the opening of the Minuetto, which are 
later repeated, varied and developed. This process starts from b. 3, which reiterates the 
motivic constituents of b. 1 (with slight variations), while the recurrence of the 
opening dotted motive in the r.h. of b. 4i-ii, now in descending form, rounds off the 
first phrase. Although these repetitions create a strong sense of symmetry, this is 
thwarted by the absence of the upbeat figure to b. 1 in b. 3, and also by the unexpected 
rest at the strong beat in the l.h. of the same bar. The notion of symmetry is much 
stronger regarding the overall first formal section (up to b. 8ii): an antecedent- 
consequent phrase structure is created by the varied repetition of the opening two bars 
in bb. 5-6 (the rhythm and contour of the melodic line are almost identical); 
moreover, the free inverted form of motive b in b. 7i (which is part of a larger 
descending melodic contour towards the melodic rest on c#  ^ in b. 8i-ii, the lowest 
note in the melodic line of the first section) and the twice assimilation of the 
semitonal motion of the opening motive ai in the semiquaver figure of b. 7iii 
contribute to the cadential sense of this passage. This sense is, however, mainly 
created by harmonic means: the fifth bass motion towards the C# minor triad in bb. 
7iii-8 can be heard as a move to the minor dominant, since the F# minor triad acts as 
a constant point of reference in the harmony from the beginning of the piece. More 
specifically, the centricity of F# is hinted at by being the piece’s first harmony, by the 
subsequent pedal on (bb. 1-2), and also through the overlapped occurrences of the 
embellishing semitonal motive ai on (rhythmically varied) in the accompaniment 
voices of bb. 5-6.
The section starting in b. 8iii retains the developmental character of the middle 
sections in the traditional tonal binaiy-temaiy forms. Motivically, it starts with the 
varied repetition of the opening two bars in bb. 8iii-10ii (transposed to a C# minor
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context/® while motive ai recurs in the accompaniment (c#^-d^-c#^). The immediate 
repetition of motive a (now transposed a tone lower in relation to its appearance in bb. 
8iii-9ii) is subsequently varied so as to allow the contrapuntal lowest line of b. 11 to 
gain more importance through its expanded immediate repetition a tone higher in b.
12. While this contrapuntal line seems to derive from the combination of the rhythms 
of motives ai and b, the motivic derivation of the ‘answer’ of this line by the r.h. in b. 
13 is more obvious: this gesture juxtaposes a slight variation of the motivic fragment 
of b. lliii/r.h., motive b from b. liii/r.h. and the inversion of the varied form of 
motive b from b. 3iii/r.h., in b. 13i, ii and iii respectively. In general, from b. 11 
onwards the increasing rhythmic intensity (through the semiquaver overall rhythm) 
and the widening of the used registral space (by the l.h. descending gestures in bb. 
11-12, and the ascending r.h. figure of b. 13 and its transposition a tritone higher in b. 
15) create a sense of heightening tension; this sense is also enhanced by the 
uneasiness that results from the metric displacement of motive a in the l.h. of bb. 14 
and 16."^  ^ The sense of forward movement towards the varied restatement of the 
opening eight-bar phrase (in bb. 16-24Ü) is also produced by two aspects: the fifth 
progression towards F# in the lowest voice of bb. 11-13 (b. lliii: G#-b. 12i: c#^-b. 
13i: F#), which contrasts the harmonic immobility of the first formal section, and the 
stepwise ascending voice-leading motion of thirds towards the ffiVa  ^ of b. 16i, that 
seems to operate very much near the music surface and is demonstrated in Ex. 5.5. 
This line might be understood as motivically derived from the inversion and extension 
of motive c, first presented in b. 2/l.h. (it is worth noting that the reappearance of Bb 
and G natural in bb. 15iii-16i/l.h. creates an immediate link to the modal environment 
of the restatement of the opening phrase).
In the last section of the binary-ternary form of the Minuetto section, the repetition of 
bb. 4iii-8ii in bb. 20iii-24ii is transposed a perfect fourth higher so as to drive the 
music towards the final confirmation of the centricity of the F# minor triad.
At the opening of the subsequent Trio, the beginnings of both contrapuntal lines stem 
from motive ai. As demonstrated in Ex. 5.6, the middle voice starts with a metrically
natural in b. 8iii in the printed version of the piece is a typographical mistake; it is g#  ^ in the 
manuscript (see P.A., File 3).
As Walter Frisch points out, the metric displacement of previously heard motives is a representative 
aspect of Brahms’s developing variation technique (Frisch 1984: 66).
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shifted form of motive ai, now within an F# major chordal environment, introducing 
also the scalic ascent which is a new motivic element; the upper voice starts with an 
inverted and rhythmically augmented form of ai, incorporating, as well, the major 
sixth span of the boundaries of motive b (also inverted). While the middle voice of b. 
26 (whose rhythmic skeleton is immediately repeated in b. 27) derives from the r.h. 
motivic detail of bb. 14-15i, the motivic concentration on the dotted figure in b. 28 is 
reminiscent of the cadential motivic process termed ‘liquidation’ by Schoenberg. 
According to this:
The melody in the cadence commonly reduces characteristic features 
(which demand continuation) to uncharacteristic ones.[...] This decline 
in the cadence contour, combined with concentration of the harmony 
and the liquidation of motival obligations, can be depended upon to 
provide effective delimitation of the structure.
Schoenberg 1967: 57"^ ^
The F# pedal throughout the four-bar phrase (bb. 25-28) results in continuing 
emphasis on Immediate contrast with the Minuetto section is produced by the 
opening F# major chord in b. 25. However, because of the e natural in the scalic 
ascent of the l.h., it is not obvious whether it hints at a tonic or dominant function—an 
aspect that remains in question throughout the phrase because of the absence of a 
strong harmonic motion. In the context of this harmonic immobility, the ambivalence 
between the major or minor sixth above F# is particularly highlighted: it is 
characteristic that while the foreground appearance of motive ai both at the beginning 
and at the end of the phrase employs D# (bb. 25i-ii and 28i-ii), the middleground 
projection of the motive by the metrically accented notes of the middle voice (b. 25i: 
c#-b. 26i: d^-b. 27i: c#^) retains the semitonal embellishment of its initial form.
This ambivalence is one element of variation in the subsequent repetition of the first 
four-bar phrase of the Trio in bb. 29-32, 33-36 and 37-40, now centred on Bb, F# 
and A respectively (for example, in the Bb-centred phrase the reference to the minor
Schoenberg refers to tonal homophonie textures. However, here, and in other works of Papaioannou, 
the ‘technique’ is discerned as having the form of motivic dissolution and concentration on a single 
element in all the constituent parts o f die contrapuntal texture.
In the manuscript, there is a sustained F# at the bottom of the texture also in b. 26 (which is omitted 
in the pubhshed score). Other omissions in the printed score are: a bflat/cVeb  ^ chord in minims at the 
bottom of the texture in b. 30, an #  dotted minim in b. 34 and an dotted minim in b. 38 (see P.A., 
File 3).
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sixth is only a passing one, in b. 31ii/l.h.). Moreover, the varied repetition of the 
opening phrase entails redistribution of the contrapuntal voices (in bb. 33-36), 
reinterpretation of the melodic lines by starting on different members of the triad that 
‘coordinates’ them (in all three four-bar phrases), or just thickening of the texture (as 
in the parallel chords of b. 35ii-iii). The upper voice of b. 41 renews the melodic 
focus on motive ai, keeping the contour of its appearance in the previous bar and 
exemplifying the above mentioned Knüpftechnik; in the same bar the motive ai is 
contrapuntally combined with a motive which derives from that of the middle voice of 
b. 27. In bb. 41-44 the centricity of F# is reasserted through the pedal and mainly 
through the appearance of the F# major triad at the end of the phrase: coming after the 
sustained presence of g#  ^and b^  in the previous F#-based chords in bb. 41-43, the F# 
major triad can be retrospectively understood as resolving these voice-leading 
tendencies, and also as the most stable harmonic point at the end of the phrases in the 
Trio so far—considering that all the previous four-bar phrase units ended on a chordal 
type in which the second and the fourth above the central note were left unresolved.^ 
The centricity of the F# major triad is confirmed by the repetition of bb. 33-35 in bb. 
45-47. In addition, the repeated alternation of F#-based and B-based gestures in the 
following bars (47-52Ü) endows a strong sense of a plagal cadence, despite the 
continuous change of modal collections which highlights the two forms of motive ai 
(the semitonal embellishment in b. 49 and the tonal one in b. 50).
In the varied repeat of the Minuetto section in bb. 52iiiff, the main element of 
variation is the incorporation of characteristic motivic particles of the intervening 
Trio. In b. 61 for the first time the upper voice of b. 25 is contrapuntally assimilated in 
the C# minor context. This motivic superimposition becomes more consistent in the 
varied restatement of bb. 16iii-24ii in bb. 68iii-76ii; the melodic voice is now heard 
in the low register (up to b. 74), while the upper lines first assimilate (in b. 69), in the 
used mode, the rhythm and contour of the upper voice of b. 25 and then superimpose 
two motivic fragments in the form of their first appearance: the high voice of b. 26 in 
b. 70 and the low voice of b. 26 in b. 71. The coda (bb. 76iii-81) initiates with the F# 
major beginning of the Trio, while the first bar of the opening gesture of the work is 
now heard being assimilated in this context (in b. 77). However, the major-minor
^  These chords (in bb. 28, 32, 36 and 40) sound as such because of the previous unequivocal triadic 
harmony throughout each phrase.
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ambivalence remains in the air even in the final occurrence of motive ai in b. 81 in its 
minor form against the final F# major triad.
Similar motivic processes can be discerned in Invention I. Here the first two bars act 
as the repository of motivic fragments, since from b. 3 onwards much of the music 
derives from the motivic material first heard there. Motivic tightness characterizes 
also the clearly articulated first presentation of the twelve-note series in the upper 
voice of b. 1, because of the recurrence of the dotted rhythmic figure and the common 
ascending contour in the gestures heard in the first two quavers. The repetition of this 
series an octave lower by the left hand in bb. liiiff introduces a new rhythmic motive 
(quaver rest plus 3 quavers) that is also heard in its diminished form (semiquaver rest 
plus 3 semiquavers) in both voices of b. 2, highlighting the pc motive 3-2 (b. 2ii/r.h.: 
c#^-b^-bflat^ is answered by b-c^-d  ^ in b. 2iii/l.h.). Furthermore, the opening gesture 
can be also considered as hinting at an important operation for the unfolding of the 
music throughout the Invention: the element of inversion. As demonstrated in Ex. 5.7, 
the metrically and rhythmically accented notes in the upper voice of the first bar 
outline two inversionally related semitones (eb -^e  ^ / d^-c#^). On a larger scale, this 
operation is first heard in the inverted repetition of the opening twelve-note melody in 
the upper voice of b. 3. Moreover, the subsequent transposed repetition of the opening 
melody starting on E in bb. 3v-4/l.h. might be heard in conjunction with the previous 
melody in the low register starting on Eb in b. liii: as a larger-scale projection of the 
eb^-e\ the accented notes in the first two quavers of the piece.
From b. 5 onwards motivic development depends much on the constant interplay of 
rhythmic motives and serial structure: in b. 5 the first block serial topography in the 
piece spreads the motivic material of the upper voice of b. 1 to a three-part texture 
retaining the overall rhythm; in b. 6 the twelve-note series is rhythmically displaced in 
relation to its appearances so far, starting on the demisemiquaver triplet figure in the 
high register. This gesture is answered in b. 8 by its inverted form in the low register, 
which reaches a sustained s f  c^  in bb. 8iii-9. Apart from this sustained c \  the 
cadential sense in these bars is also enhanced by motivic liquidation: through the 
concentration on the triplet motive (heard both in its original and augmented form).
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Thereafter, the sense of a binary form is created by the successive focus on the two 
characteristic constituents of the motivic resources of the opening two bars of the 
piece in bb. 10-13. The rhythmic skeleton of the first presentation of the twelve-note 
series is preserved in the canonic appearance of its retrograde form in bb. 10-1 lii; in 
b. 12 the music concentrates on imitative occurrences of the motive 3-2, while bb. 13- 
14 invert the same material. The recurrence of the inverted augmentation of the 
cadential gesture of b. 9 in b. 15 sounds quite unexpected because of the sudden p  and 
the abrupt registral shift. However, because of the poco rit. it can be heard either as 
carrying its initial cadential function, or in terms of the overall rhetoric: as providing a 
momentary retreat in order to emphasize the / rhythmically augmented appearance of 
the retrograde inversion of the twelve-note series in the low register of b. 16 (the 
punctuative chords of the r.h. contribute to the rigoroso character of this section). The 
implication of bb. 16-21 as driving the piece towards its end has been discussed in 
detail in Chapter Four. The ‘unconnected’ character of the remainder of the piece to 
what has gone on before, mainly in terms of rhythmic structure, has also been 
discussed in the same chapter. Nevertheless, it is interesting to point, as well, to some 
possible coimective elements: in the registral distribution of the opening serial form in 
b. 22, the rhythm and contour of the low voice allude to the motivic material of bb. 
liii-2ii/l.h., while the same voice starts with the 3-2 motive (Bi-C-D). Moreover, this 
section follows the operation of immediate inversion, which has been the most 
important element in the small-scale unfolding of form throughout the piece.
Apart from illustrating the continuing aspects of motivic processes in Papaioannou’s 
music, the last two analysed pieces also exemplify the problem that arises if 
Papaioannou’s music is to be considered beyond his own compositional intentions or 
processes. This problem has been echoed throughout the course of the present study: 
namely, which are the criteria for defining, and ensuring, organic unity? In the present 
context the interrogation of this notion focuses on the questioning of equating motivic 
unity with organic unity, since this equation is central to Papaioannou’s writings and, 
as demonstrated above, reflects the beliefs of a whole branch of nineteenth-century 
music theory.
Despite also having its origin in the nineteenth-century philosophical and aesthetic 
ideas of organicism, Schenker’s formulation of the concept of Ursatz lay at the core of
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the interrogation of this equation, by focusing on the unity ensured by tonal syntax/^ 
The main aspect of this concept that motivated post-Schenkerian analytical 
methodologies which have been applied to post-tonal repertories was the 
identification of relationships between background and surface aspects of structure, 
the latter particularly as they appear at the beginning of each piece. Thus, in these 
analytical methodologies—such as those of Salzer (1962) and Straus (for example, in 
Straus 1990b), elements of which have been selectively applied in the analyses of this 
study, unity and coherence are considered to be established contextually: either in 
terms of correlating surface material of the opening, or the used twelve-note series, 
with longer-range structurally-weighted points, or through similar relationships 
established by organizing principles such as inversional symmetry.
It is in this respect that the Minuetto and Invention I exemplify and summarize issues 
raised throughout the present thesis. In the first section of the Minuetto, although the 
overall tonal structure in terms of the nodal points of the form ‘mimics’ that of a 
traditional binary-ternary form (A: i, B: v. A’: i), and despite the fifth bass motions in 
the final cadences and in the middle section, there is a strong disparity between these 
aspects of structure and the opening modal collection; as is heard in the first four-bar 
phrase, the pc content of this collection (F# G A Bh C# D Eb) strongly militates 
against traditional harmonic motions. Conversely, in the Trio, despite the intense 
motivic unity of the four-bar phrases and the elaboration of the local tonal centres (F#, 
A, Bb) by their subdominants, these harmonic areas do not outline a tonally 
‘fimctional’ middleground."^  ^ In Invention I, while the inversional symmetry is 
announced at the opening and is subsequently established as the most important 
operation throughout the piece, there is not any relationship between the inversional 
axes of the recurrences of this operation that would point to a kind of a background 
structural unity. Moreover, the above-mentioned larger-scale projection of the
In Free Composition Schenker characteristically asserts: ‘Music finds no coherence in the motive in 
the usual sense’ (cited in van den Toom 1996: 388). For a discussion of Schenker’s perception of 
organicism see Solie 1980. See also Pastille 1984 and van den Toom 1996 for an interesting account 
of his perception of organicism in his early theoretical writings (quite different from Ursatz).
We have encountered similar cases in other piano works o f the ‘tonal’ period, such as the Humoristic 
Suite and Odalisque.
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accented notes of the opening melody in bb. 1 and 4iii/l.h. does not operate beyond 
the first two notes.
These observations reflect issues commonly raised in recent critical approaches to the 
principle of organic unity in analysis."^  ^ In addition, especially with regard to the 
Minuetto, they reflect Papaioannou’s interrogative attitude to tonality. This will be 
one of the issues that will be taken into account in the appraisal of the historical 
significance of Papaioannou’s music within the Greek musical context, which will be 
part of the following wider attempt at a critical evaluation of his music.
A Reassessment of Papaioannou’s changes of compositional approach and 
an evaluation of his music -  Scope for further research
Despite the danger of oversimplification and reductionism, in this final section I 
propose a view of Papaioannou’s chain of stylistic changes that partially projects the 
main characteristics of the diachronic motivic treatment in his music as outlined 
above. Apart from reflecting the frequent intellectual temptation to correlate the 
characteristics of a composer’s music with aspects of his stylistic ‘path’ throughout
Similar observations have been made in Chapter Four for Suite III, VII and VIII and also in Chapter 
Three for the Imaginary Dance.
For example, as part of a wider questioning of organic unity in the ‘late, late Romantic ideology of 
our time’, Leonard Meyer focuses on the ‘distinction between unity through syntactic function as 
opposed to unity through motivic similarity’ (Meyer 1991: 244). Arguing in favour of the first Meyer 
states:
What is ironic in the relationship between practice and ideology in the nineteenth 
century is that coherence by similarity of kind or class is perhaps the least organic sort 
of unity. A coral reef or a sponge, which consists o f collections of similar organisms, 
possesses only an additive unity. But an organism—whether mosquito, mouse or 
man—is an integrated whole precisely because its component parts (the nervous, 
circulatory, digestive, and reproductive systems) perform different, complementary 
functions.
Meyer 1991: 244
Questioning the validity of this argument is beyond the scope of the present study since, in the first 
place, it would entail completely new territories of investigation. However, it has to be underlined that 
Meyer’s and other similar critical questionings of the organic principle in analysis (summarized in 
Bent/Pople 2001) have been taken into consideration in the formulation of the analytical approach of 
the present study, in which I have avoided discussion of ‘organic unity’, but I have rather pointed out 
aspects of interconnectedness and continuity.
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his creative life/® this approach is deemed indispensable because it aims to employ 
the analytical findings of the present study in order to shed light on issues and 
summarize aspects that are not apparent in Papaioannou’s own partitioning of his 
output into periods.
More specifically, the analysis of the Humoristic Suite revealed a side of 
Papaioannou’s early music which cannot be inferred from his own labelling of this 
period as being characterized by ‘impressionistic trends’. Although, as discussed in 
Chapter Two, this piece might be considered as a private compositional experiment, it 
demonstrates a characteristic that is also found in his immediately previous work 
Loneliness (1935) and in smaller-scale in other piano pieces, such as the Odalisque: 
the emphasis on intervallic construction, a characteristic that comes as the main 
compositional principle after Papaioannou’s later adoption of the twelve-note 
technique. In the Humoristic Suite it is mirrored by the presentation at the opening of 
each movement of intervallic building blocks that are later juxtaposed, superimposed 
or ‘shuffled’ and cannot be perceived or explained against tonal fimctions. More 
specifically, the use of inversion in the second part of the Preludio of the Humoristic 
Suite can be considered in connection to its later use in the twelve-note Sonata I and 
in  as a large-scale device in ‘balancing out’ the exposition against the recapitulation.
In addition, taking into consideration the analyses of the previous chapters it can be 
inferred that Papaioannou’s stylistic changes examined in this thesis were not, quite 
expectedly, as clear-cut as presented in his own partitioning of his music into periods. 
Apart from the continuous focus on motivic working, there are additional aspects that 
link the successive periods; these can be seen as paralleling the motivic and thematic 
linking between consecutive formal sections in Papaioannou’s music. Thus in the 
second period, despite the focus on the modal resources of the Byzantine musical 
tradition and the wider emphasis (in comparison with his previous music) on a single 
centre (as demonstrated in the analyses of the Spring Fantasy and the Imaginary 
Dance) the frequent use of the pentatonic collection, and the tonal ambiguity of the 
local harmony remained the same. More interestingly, the characteristic sonority
See, for example, Deborah Mawer’s idea that Milhaud’s early and final periods correspond, and thus 
they can be perceived as a ‘full circle’, analogously to the ‘array of variations on ternary form’ that she 
has identified in his music (Mawer 1997:276-278).
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derived from the Second plagal Byzantine mode, which is employed in a dominant- 
substitute function, might be considered in the same line with characteristics of the 
harmony in his previous music: the predilection for semitonal voice-leading relations 
(including semitonal descents) in providing local tonal support, as well as the use— 
for the same reason—of sonorities that superimpose elements from the dominant and 
the Neapolitan chords.
With regard to Papaioannou’s most significant change of compositional approach, as 
described in Chapter Four, the passage to the consistent use of the twelve-note 
technique in the three analysed piano works was gradual, with the single exception of 
the unfinished Songs o f the Lake. Thus, the symbiosis of tonal and twelve-note 
elements that in Pygmalion, the Third Symphony and the Concerto for Orchestra 
gives structural priority to tonal centricity is partially retained in the twelve-note piano 
works by the use of tonally reminiscent elements (such as the triads in providing 
aurally recognizable points of formal articulation, the fifth progressions in cadential 
situations, the pentatonic fragments in serial construction, the special weight given to 
specific notes and the fifth-related fugal entries); moreover, the use of forms derived 
from tonal tradition in the twelve-note piano works is also an element of continuity 
with the previous period.
For the reasons discussed in Chapter One (page 6), the present study has not 
approached analytically the last period of Papaioannou’s output. Thus the wider 
application of the correlation of the notion of telos with the summary of previous 
events that I described in the motivic and thematic processes of his music cannot be 
tested. However, for the sake of future research it is interesting to note that this aspect 
is suggested by the sketches of the Klavierkonzert (AKI 223), the work on which he 
was working for the last three years of his life and was left unfinished.^® The series 
that Papaioannou used or intended to use include those for the Concertino for piano 
and string orchestra (1962) and the Double Concerto for violin, piano and orchestra 
(AKI 179, 1973), as well as the series from Schoenberg’s Fourth String Quartet— 
which might have functioned as a model for the formulation of his own inversional
The earliest extant sketches for the work date from 1987 (see P.A., File 38).
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combinatorial series/^ Thus this serial structure suggests at least Papaioannou’s 
intention to recollect elements of his own compositional past in his last large-scale 
work/^
More generally, Papaioannou’s own characterization of his music of the last period as 
having an ‘entirely personal technique’ implies a strong teleological view of his own 
compositional history; this element of teleology has been identified too in his post- 
1950 expressed ideas on history, in his own view of motivic processes, and is also 
suggested by the tonal structure of his early music—in which the centric triad is often 
insinuated at the beginning of the work and stabilised at the very end. The continuing 
effect of this teleological view throughout his career is suggested by his attitude not to 
revise his music. In fact, the only work for which I have identified a revised version in 
the Papaioannou Archive is ih.Q Spring Fantasy. As discussed in Chapter Three, the 
sparse texture and the harmonic and modal simplicity of the first version was 
probably deemed inadequate for a later (possibly post-1950) performance. His wider 
attitude of not revising his previous music implies that retrospectively he perceived 
every work of his as representative of an inevitable stage in his stylistic evolution, the 
latter thus being identified with the notion of compositional progress;^^ for example, 
in the programme note for the 1969 performance of the orchestral Forest Poem (AKI 
65), having stated that the work was written in 1942 he then underlines: ‘The 
technique, the style and the aesthetics of the work are very far away from the current 
technique and aesthetic trends of the composer’.M oreover, it is also representative 
of this attitude that the presentation of characteristic works of his music in the 1975 
lecture follows the chronological order of their composition dates and includes only 
post-1950 music—in the presentation of the Suite for violin and piano of 1954 he
Papaioannou’s copy of this work bears 1958 as the date of acquisition (see P.L.). Probably this links 
to the fact that Papaioannou’s own String Quartet of the next year (AKI 135, 1959) employs the first 
inversionally combinatorial series in his twelve-note music.
As Mrs Papaioannou has told me m a private conversation, Papaioannou often expressed this 
intention to her. He stated that he envisaged that the Klavierkonzert would encapsulate his previous 
compositional experience without, however, losing the freshness of the new.
The frequent ascending melodic lines in the melodic materials of Papaioannou’s music (such as in 
the Preludio of the Humoristic Suite, the second theme of the Sonata for violin and piano of 1936—see 
Ex. 5.1, the opening melodic phrase of the first movement of the Corsair Dances, and the opening 
twelve-note melody of the Pygmalion) and also the ascending registral waves in the twelve-note Sonata 
for piano might be considered as musical representations of the notion of progress.
See P.A., File ‘Analytical notes’.
However, it is worth mentioning that constant revising might also signify a teleological perception o f  
the compositional process, the most obvious example being the approach of Boulez.
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underlines that ‘the music is still comparatively near tradition’ (my emphasis, 
Papaioannou 1975: 6).
In the present study, the consideration of the relationship between previous and later 
musical works has been part of the diachronic approach used. However, in presenting 
and arguing the analytical findings I have avoided the attachment of greater value to 
Papaioannou’s later music simply because of its ‘progressive’ idiom. Rather the 
chronological format for the present approach has been dictated by the aim to point to 
an understanding of Papaioannou’s changes of compositional approach in relation to 
the biographical circumstances that possibly motivated them. Moreover, the analytical 
findings on specific aspects of Papaioannou’s music such as motivic working, 
modality, tonality and pc centricity, and the characteristics of his use of the twelve- 
note technique, though incomplete, are intended to provide the material for future, 
wider approaches to the stylistic, aesthetic and ideological conflicts that shaped the 
twentieth-centuiy history of Greek music.
Such an approach has, however, been undertaken initially in the introductoiy sections 
of Chapter Four. There, I pointed to the main themes and ideas that shaped the advent 
of musical modernism in post-1950 Greece, also demonstrating how Papaioannou’s 
change of compositional approach—and particularly the meaning that it seems that he 
assigned to the use of twelve-note technique as a prerequisite of being historically 
‘attuned’—^^reflected ideas and practices of an important part of the musical context 
in Greece during that period. More specifically, the combination of the twelve-note 
technique and a neoclassical approach to form as discussed in the analyses of the three 
twelve-note piano works seems to mirror wider compositional habits of Greek 
modernist composers. The significance of Papaioannou’s music and his generally 
influential and pioneering presence as they were perceived within the post-1950 
Greek musical context might be summarized by reference to the conflicting reception 
of his activities (and modernism in general) by two press-critics. As quoted in Chapter 
Four, after the first Greek performance of the Third Symphony in 1954 Anoyanakis 
praises the work because ‘it links technically our [the Greek] cut-off musical art—
As summarized by Dahlhaus, ‘According to Theodore W. Adorno, a musical work is stimmig 
(‘attuned’) when in its technical composition it is the ‘authentic’ expression of what—metaphorically 
spoken—‘the hour calls for historically and philosophically” (Dahlhaus 1983: 12). I think that this 
expression summarizes succinctly Papaioannou’s ideas of this period.
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with the exception of Skalkottas—with the most avant-garde European trends’ 
(Anoyanakis 1954); on the other hand, George Sklavos, in his essentially negative 
account of the First Hellenic Week of Contemporary Music in 1966 considers 
Papaioannou responsible for ‘the movement for the imposition of contemporary music 
[in Greece]’ (Sklavos 1966).
With regard to Papaioannou’s pre-1950 music, his attitude to tonality and also the 
particularities of his music of the years in which he ‘approached’ the national school 
provide a starting point for its evaluation within the Greek musical context. The 
analyses of the piano works demonstrated that the experimentation with and the 
interrogation of tonality lay at the core of Papaioannou’s music from the beginning of 
his creative career. In this respect, I agree with the abstract schema of ‘antithesis- 
thesis’ proposed by Kokkonis (2004: 36) for Papaioannou’s attitude to tonality. The 
Humoristic Suite provides a representative example of this schema on two levels: the 
key signature from the opening of the piece seems to be intended to assert notationally 
the distance that separates the piece from its Baroque model; moreover, the way the 
tonal centre is gradually asserted in the course of the work is representative of much 
of Papaioannou’s ‘tonal’ music up to 1945. Papaioannou’s attitude to tonality might 
be perceived as being on the antipode of that of the national composers. Although the 
issue of tonality has not yet been adequately explored for the Greek music of this 
period, a first theoretical justification of this view is provided by the aversion of the 
national composers towards atonal and twelve-note idioms, which is commonly stated 
in their critiques.^^
As discussed in Chapter Three, the Spring Fantasy and the Imaginary Dance are not 
entirely representative of Papaioannou’s rapprochement with the Greek national 
school. However, they exemplify two characteristics of his music which were 
criticized in the press by the advocates of this school in their critiques for 
Papaioannou’s most representative work of this period (Vassilis Arvanitis): the 
fragmentary formal structure and the lack of strong dramatic tensions and dynamic 
climaxes. What, however, might provide the starting point for a future wider 
evaluation of Papaioannou’s ‘passage’ from the national school is the way in which
See, for example, the critiques by Petridis and Varvoglis for Papaioannou’s Suite for violin and piano 
cited in footnote 31 of Chapter Four.
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recurrent structural aspects of his music of this period can be interpreted as mirroring 
characteristic elements of Byzantine music, apart from his overt statement of the use 
of modes: the transformation of ison to ostinato figures, the rhythmic fluidity of the 
melodic lines in slow music and the background tonal simplicity. Moreover, the 
manner in which the characteristic sonority that is employed in dominant-substitute 
fimction in both analysed piano works is precompositionally extracted from the 
Second plagal Byzantine mode points to Papaioannou’s attitude to issues of 
nationalism in music. Especially in the Imaginary Dance this sonority is heard against 
melodic environments that do not employ the mode from which it derives. In this 
sense, the derivation is not aurally recognizable as a loan from the Greek tradition. 
Thus the usual process of the Greek national composers (to start with folk- or folk­
like melodies and then provide their harmonization) is seriously questioned; in its 
place, in Papaioannou the modal vocabulary of Greek tradition often operates more as 
an abstract source of material, as an intellectual starting point for the compositional 
process than as an element that would ensure musical representation and claiming of 
national identity. (As discussed in Chapter Three, the numerous extant sketches 
demonstrating the precompositional extraction of ‘atonal’ sonorities from Byzantine 
modes offer further documentation of this process.)
But how can Papaioannou’s ‘tonal’ and twelve-note piano music be perceived today? 
Now that the modernist ‘project’ has relaxed in Greece and elsewhere, Papaioannou’s 
twelve-note music is no longer to be appreciated only in the context of creating a 
Greek modernist canon,^  ^ and his tonal period does not have to be exclusively 
perceived as leading towards his modernist excursion. The breadth of stylistic 
references and the disparity of materials within each work invite a perception of this 
music beyond its significance for the history of Greek art music; possibly, as a 
journey in time and place, in different epochs and musical traditions.^^ For example, 
in the Humoristic Suite specific references to the Baroque model (such as the opening
A representative example of this endeavour is J. G. Papaioannou’s series of lectures on Greek 
contemporary music in the Hellenic-American Union in 1965: in the lecture o f 12 March, Yannis A. 
Papaioannou was presented, together with Poniridis and Sicilianos, as the [Greek] ‘Mature 
Representatives of the Serial School’ (see the programme of the series in P.A., Box 5, file ‘References, 
Interviews, Announcements 1961-1970’).
With the present view o f Papaioannou’s music I do not intend to touch on the contentious issue o f  
perception and decoding of music. The crux of the argument is rather that the postmodern experience, 
and especially its acceptance and enjoyment of stylistic diversity, invites an appreciation of 
Papaioannou’s pre-1966 works not only as historical objects.
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mordent) are heard within a functionally ambiguous tonal context, while the scene for 
the Passacaglia dance is placed in the east, through the used mode; in the Odalisque 
the opening mode of eastern character ‘contradicts’ the background harmonic motion 
to the subdominant, and the Imaginary Dance includes references to the eastern 
tsifteteli dance but also typical gestures associated with Spain. Moreover, in the 
twelve-note Sonata the outer movements articulate sonata forms, while the double­
dotted rhythm of the introduction and the relentless rhythmic energy of the 
contrapuntal texture evokes characteristics of Baroque practice. Finally, in the Suite 
the reinterpretation of classical formal types (Scherzo, Sonata) includes rhythmic 
references to the Greek musical tradition (the use of 8/8 and 7/8 to differentiate the 
two themes in the sonata form of the last movement).
The last observation raises the issue of Papaioannou’s perception of Greek identity, 
which might be a particularly awarding area of future research on Papaioannou. It is 
worth noting that the finale (VIQ) of the Suite with its use of 7/8, 5/8 and 8/8 metres 
inaugurates a small number of Papaioannou’s twelve-note works in which these 
metres appear consistently, mainly in the fast movements.^® This aspect might be 
understood as a characteristic reference to the Greek folksong tradition, within the 
works that through their consistent use of the twelve-note technique express the Greek 
modernist quest for internationalism.^® This issue becomes even more interesting 
considering that in Papaioannou’s music for ancient drama, written during the same 
period, there is an almost total absence of such references to Greek musical 
tradition—despite the fact that such references were ‘common ground’ within this 
genre.^ ^
In the same line of thought, similar paradoxes might be identified in the period of his 
approach to the Greek national school of music: in the consistent occurrence of 
characteristic formal types of Western ‘absolute’ music in the programmatic 
Symphonic Legend Vassilis Arvanitis, and in the recurrence of a thematic structure in
For example, the second movement of the String Quartet is in 5/8 and the fourth in 7/8.
In the same line of thought, a similar intention might be recognized in the recurrent use o f ancient 
Greek texts or titles referring to ancient Greek subject-matter in his post-1966 music—for example, in 
the Four Orphic Hymns (AKI 174, 1971) for narrator and chamber orchestra, and the Satyr icon (AKI 
192, 1978) for violin and viola.
See Romanou 2000: 91.
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which the ‘tonal answer’ convention of the fizgue exposition is heard within a distinct 
modal environment.
Derived from periods of an immensely different aesthetic and ideological orientation, 
these examples point towards a constant perception of Greek identity as being based 
on polyphony. Of course, much research has to be accomplished so as to interpret the 
representations of the inner dynamics and oppositions of the elements of this 
polyphony. However, a preliminary consideration of a final example, the 14 
Children’s Portraits (AKI 145, 1960, 1978) for solo piano, points in the same 
direction as the previous references. In general, collections of pedagogic piano works 
have been the field for the promotion of ideologies such as nationalism (as in Bartok 
and Kalomiris) or modernism as in Krenek’s twelve-note pieces for children. Written 
mostly in 1960, Papaioannou’s 74 fw /rafrj seem to reflect—or even propose—a 
polyphonic perception of Greek identity: Portraits in which clear references to Greek 
musical tradition (such as the syrtos rhythm in I, the kalamatianos metre in VI and the 
tsamikos rhythm in X) are situated alongside Portraits that seem to offer an 
acquaintance with characteristic aspects and periods of Western musical history, up to 
the ‘bitonality’ of VHI.
Finally, my aim and hope is that this thesis will contribute to the study of Greek music 
in two ways: first, through the detailed analytical approach to Papaioannou’s works to 
provide a first understanding of his music which has as a point of departure the music 
itself, and second, since the thirty years of Papaioannou’s career discussed in the 
present study expresses much of the dynamics and stylistic conflicts of the twentieth- 
century Greek history of music, to offer a first understanding of these dynamics to an 
English-speaking reader. Moreover, I believe that the wider understanding of this 
culture, which has recently been more accessible to researchers and listeners alike, 
will contribute to a possible future reconsideration of the geographies of twentieth- 
century music.
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Yannis A. Papaioannou: The Music for 
Solo Piano up to 1960
Volume II (Appendices)
Appendix I
Analytical Examples
Example 1.1.
Reproduction of cadential progressions from Papaioannou's sketches 
of the years 1936-1938 (1.1a., 1.1b.: P. A., File 3 ,1.1c.: P.A, Box 1)
1.1a. 1.1b. 
b o _
i
l.lc .
XEo -----
(D mole)
l^ -cr tt-o- #:
Ex. 2.1.
Preludio ScFugaper duepiani [sic]: Cross references between 
the Prelude and the Fugue
Prelude, bb. 10-11
h. 10
Ü  -  - 1
44^---------------------------------------------------------------
1-------- 3 ---------^^ -1,------------ 3 ---------- I-------- 3 -------- -------------------- 3 ---------1 I— 3 — ,
p dolce 
1 1 1 . j f i  ^  . p -
...............- - J  - U  j  -r-i
Fugue, bb. 46-48Ü
VûJiJa -|J
^  ppp ' - ’
L:a. f  ¥  V"
E p = = É = & = =
&  .. . .  ;  I f t i
-  M
■|
e.
— i----------
ÿva-------
.  (g  y = ^ = t
1
^ = h
i
.
i  «f
^ —  I
tL
7 "1 
: .  1 1 1 E Ë —
Ex. 2.2.
Mytüene, bb. 17-18Ü (melodic line omitted): Alternation of w-t subsets
A —
— rf . .. te:-—^
;
=4p  -------------- . . . . . .  - -
Ai  ^  ^=#»—
w -tl w -tn
Ex. 2.3.
Loneliness: Whole-tone elements
2.3a. Prelude, bb. 1-8: Alternation of fragments of the complementary w-t collections
Lento
PP
w -tn w-t Iw-t I w -tn
3E
W - t nw-t Iw -tnw-t I
Ex. 2.3. (cont)
2.3b. Variation I, bb. l-2iii, middle voice; Alternation of w-t subsets 
h.l , L k
-p# -I -p .
W -t I W - tn
2.3 c. Intermezzo, Trio: Alternation of w-t I and H fragments in registrai simplification
b. 1 1— ^  
Ü--- r  1 r M ^  1-jr-F 3 - x :;@5- ^J 1 1 1 ^  m
w-tn w-tn
w-t n  Aggregate 
w-t I Aggregate
w-t I w-t I
3E
Ex. 2.4.
Humoristic Suite: Motivic table
Preludio 
h. 1 2 2ii 3ii
b
I 1
g
f a
C [0,1,2]
I 1
a
d [0,1,4]
1___________ I
Gavotte 
b. 1
1_______1
d
d I------------- 1
I------------- 1
w
ZJC f  >7 a Z : g n ; ^
Musette
b .l
J d
Sarabande 
b. 1
^  1 n
^  1^
M
b
... — g
J l_
--------0
a
-----------------------0
1 ■» 
1 ti"»I ^
Pavane 
b. 1
I------------- 1
m
Interludio
b. 1
b a d
u # I II------------- 1, r
-M- rrYrr
Ex. 2.5.
Humoristic Suite, Prelude: b. 12 if  the inversion of b. 4 was literal
r f y -
-------tM--------P-------------------
T •'.
i
E x .  2 .6 .
Humoristic Suite, Gavotte, bb. 1-4: Pc content of the upper voice
=  J a  - _______ _ ____■bo—--4*
¥
Ex. 2.7.
Humoristic Suite, Gavotte: Rhythmic patterns in the formal sections
Bars Formal section Main rhythmic patterns
1-4 A A )  i r m
5-8 A )  i m
9-12 B^ 171
13-16 B '^ 1S771 J W  171
Ex. 2.8.
Humoristic Suite, Gavotte, bb. 5-7ii; Voice-leading interpretation
b.5 _______  7 _____ _
W
VI V
Ex. 2.9.
Humoristic Suite, Gavotte, bb. 10-13i: Harmonic summary, 
whole-tone descent in the lowest voice
b. 10 11 12
' I ; #
IS
.....$
(A: IV v | )  (g:iv y 4 )  e1?:(V6) V iv v ;
Ex. 2.10.
Humoristic Suite, Gavotte, bb. 13-16: Motivic saturation
b .5
h. 13 r
,4 ]
m g
-I 3
f
b. 3ii Prelude b. 17 Prelude
J lljJ—-J-
b. 5iii-iv
Ex. 2.11.
Humoristic Suite, Gavotte: Intervallic relationship of bb. 16 and 5
b. 5iii
•*»*- ' -.I?- b
I II IL
1 3  3 1 3
b. 16ii
i~~] j b J
ji II II I I
1 3  3 1 3
10
Ex. 2.12.
Humoristic Suite, Sarabande, bb. 1-3: Diminished triads
b. I
1 t I I
[0,3,6] [0,2,6]
À 1
Ex. 2.13.
Humoristic Suite, Pavane, b. 1: Voice-leading interpretation
UN UN
m(g#: V
Ex. 2.14.
Humoristic Suite, Interludio: Voice-leading interpretation of the passacagha theme
Ex. 2.15.
Humoristic Suite, Interludio: Cadential motions
2.15a 2.15b.
b. 65ii
2.15c.
67 b. 73
S  ^
76
^  L.i—
#: v7 iT bk
A : ib
ek i 
al>: V
# : ii
11
Ex. 2.16.
Agnos, bb. 134-147 (P.A., File 2): Modal collections on D
rrxx
m
a
0* \ i , . |  A ,
rw /Crf. .
— 4.
12
Ex. 2.17
Odalisque, bb. 2-14: Harmonic summary (the repeated sections are omitted)
g ;vu - 1
m-.
b.4 5
d: i V6 VI^
g:V/V vii6 i
Ex. 2.18.
b.5
Odalisque: Motivic interrelation between sections
10
I? I# —Jg
[0,1,3]
J L
[0,1.3] [0,1,3]
J L
[0,1,3]
15 16ii
[0,1,3] [0,1,3] [0,1,3] [0,1,3] [0,1,3]
È
Ex. 2.19.
Odalisque, bb. 15-16: Voice-leading interpretation
b. 15 15iii 16 16iii
m
?
- e > -
F
13
Ex. 2.20.
Odalisque: Background harmonic summaiy
b.2 J  14__  16 2" 14'
é i é î C i i - i é i
Ex. 2.21.
Prelude No. Ill: Motivic relationships
h.4 8 I 1
I 'A j .
*
*: Pentatonic fragments
Ex. 2.22.
Prelude No. Ill: Voice-leading interpretation
8 12 15 19 20 25
"
EplTg Ü
14
b. 1
Ex. 2.23.
Prelude No. Ill, bb. 1-7: Voice-leading interpretation
[0,1,5] [0,1,5] [0,1,5] [0,1,5]
— 1 I----------------- 11 r
b. 8 9
Ex. 2.24.
Prelude No. Ill: Whole-tone elements
10 11 
  -
w-tl w-tl
E: I d I?: V  I
Ex. 2.25.
Separation, bb. 9-lOii: V|,5 -i as a cadential motion in a Phrygian context (text omitted)
b.9
k  k -  — It * t
m
Ex. 2.26.
Prelude No. IV, bb. 1-13: Voice-leading interpretation
b. 1 13
15
Ex. 2.27.
Prelude No. IV, bb. 19-23: Voice-leading interpretation
h. 17 20 21 22____ 23
;
Ex. 2.28.
Prelude No. V: Motions in cadential effect (in registral simplification) 
2.28a
b.37 40
2.28b.
6 7 19 20 21 35 36 37
D: IT  V 'l D: V I '
m
-  ■
a
D: V 'I
b.5
Ex. 2.29.
Prelude No. XXIV: Alternation of w-t subsets
6 12 13 14
-4 — • t  '
V : ■= :4t#ÿ t,k!
ok
w -tn
hV.Ng W - t n
16
Ex. 2.30.
Prelude No. XXIV, bb. 1-2: Voice-leading interpretation
b. 1
kA  ■
ei>: ii7 ij2 vZ i
Ex. 2.31.
The melodic passage of Loneliness which appears in the Nocturnal Fantasy
Nocturnal Fantasy, bb. 25-26Ü
Loneliness, Variation H, bb. 11-12
Loneliness, Variation IV, bb. 2-3
,#r rY' f^rrNfi^
;
a
^  i i i i  J
17
Ex. 2.32.
Pastoral for violin and piano, Forest Poem for orchestra: 
Pentatonic jfragments in the opening melodies
2.32a. Pastoral, bb. 1-2
Allegretto (^= 80)
Violin
Piano
2.32b. Forest Poem, bb. 1-2 
Lento (J=63)
18
Ex. 2.33.
Nocturnal Fantasy. Motivic working
# —
r ~
( m -  f  . 7 -  ^
a \ a^rialion
I  d j  I ' -  -
3  rhythm
3 '
e —
* à
1. 1
B ± iJ
1
j ^  p i - r i L  r  — — — — — -  —
r ^ —
d-------^ X#
h  V A T iA tin n
rhythm, pitch mvasion
[0,2,4,7]
a
[0,2,4,7,9]
rhythm j
19
Ex. 2.34.
Nocturnal Fantasy, bb. 1-2; Upper voices transposed up a semitone 
Lento (J= 56-60)
4^ r r r#r r F u
a
Ex. 2.35.
Nocturnal Fantasy, bb. 35-42: Pc collections and their common pitches
b. 35-36
b. 37i-ii ,
■cr
b. 37iii
^  |?-cr
6. 38-39 !
^  t>xr'
b. 40-41 I
~V-
b.42
>xr
"cr
“cr
t?o  60
[;o ^
"o------
l?o ^
-V o  ..
20
Ex. 3.1.
The Modes of Byzantine chant
Authentic Plagal
_f w p ,  • p A w - j— --- 1- #-------
*—J F- —J -------------O---- J 0—J ---------
n  Chromatic
- ÿ ----------------------
1 «  1* — 1
# -----------------------
g  ■ J -  - d — J
#
‘ °  r  r --------------------------------------------------------------------------------------O - U
— J
m n  Mixed
Æ— — #—
#------------------------------------------- P—#------
^ - i .>  * 4 = 4 ^ --- - ------------------------------- o — W
—J
IV in  Barys (Diatonic)
#-o-
m  Barys (Enharmonic)
bxT
IV
j :
A
P
a
21
Ex. 3.2.
A Woman Approached (reproduction of the manuscript, P.A., File 11); 
Melodic cadences o n ^ ,  harmonic cadences on iv
9  .
.. -'-ït
m I
ka = 7^  7V«7-
^  k^tA ^  ^  TT^
¥ T -------1
l . h  , ,P pL; pi,
22
Ex. 3.3.
Polychords, cadences and the ’wheel' reproduced from Papaioannou's sketches 
(P.A., File "Byzantine Music" for 3.3a. and P.A., File 39 for 3.3b.-3.3e.)
3.3a. 3.3b.
A
3.3c. 3.3d.
Î l>8 libo*'. jtti-F
3.3e.
t = -y\fo--XT
Ex. 3.4.
Spring Fantasy, bb. 6-7: Voice-leading interpretation
b. 6
1 r
b, %FLN
U N. UN I LN^l
fr -
Ex. 3.5.
Spring Fantasy, hb. 10-13: 
Harmonic summaiy in registral simplifrcation
h. 10 11
LN UN
..........
/5
3
UN d: iv
23
Ex. 3.6.
Spring Fantasy  ^bb. 29- 32
b.29
Island Dance ofMytilene, bb. 3-7
b.3
V iolin
Piano,
b.29
Ex. 3.7.
Spring Fantasy, Allegretto (bb. 29-40): 
Voice-leading interpretation of the underlying harmony
33
IV 1
37
i F:
IZ
— f-
IV I
d:m VI ..4 . 6  7  .VU2  IV4  v '  1
24
Ex. 3.8.
Spring Fantasy: bb. 2-3 revised
(Andante)
b.2
g g % y
gr
3-4
Ex. 3.9.
Imaginary Dance, hh. 101-102:
Derivation of the rhythmic structure from the tsifteteh rhythm
bb. 101-102
3
tsifteteli rhythm
25
ma
00
A
(4-1
KO Tj- 00
&
00
00
IXXL
g
00
26
Ex. 3.11.
The Fairy, bb. 54Ü-57; Voice-leading interpretation of the 
underlying harmony in registral simplification
h. 54ii UN
i
%
Ex. 3.12.
Corsair Dances, HI : Rhythmic structure of the ostinati 
delineating formal divisions
Formal section Rhythmic pattern
A' (bb. 4-14) J ]} ,
(bb. 15-32)
B (bb. 33-57) J3 J3J3 J3
(bb. 50-55) n  }
A' (bb. 60-70)
A^ (bb. 71-90) A i  J 3 , i
27
Ex. 3.13.
Corsair Dances: Motivic transformation from I in II
I h. 1
X
JL b .l  ^  ~ù 1) K.
n Ô.5/Z I______________ X-------------------^ 1—3
m
Ex. 3.14.
Corsair Dances, IX, bb. 1-3: Material derived from II, III and IV
IV  b. 6
m b .ô i i i  m b .2 5 I .h .
E b b . 5 2 iü -5 3 iü
28
Ex. 4.1.
Songs of the Lake, 1,2nd stanza: Hexachordal partitioning coincides 
with poetic metre (text omitted - syllabic setting)
b .9
m 0-
0— 0-
RI-4 1 2 3 4 5 6 7 8  9 10 11 12 1-4
 r-T::4-r —-T 
7 8  9 10 11 122 3 4 5 6
Ex. 4.2.
Songs o f the Lake: Basic and derived series
3-5
3-3*
3-4 3-4 3-4 r
3-5
P-Q: -o- îŒ
J  L
3-4
1 2  3 4
3-11
3-11
5 6  7
  ,
3-3
9 10 11 12
3-5_________
-o-
6  7 5  8  4 9 3 10 2 11 1 12
3-11 3-4 3-4 3-4
^  bo — & --------------— ------------------------- & — '--------------------‘h — O
1 12 2 11 
________3-5________  3-3  r
10 4
3-11
1-^ 5
1 r
6  7
3-11
t>o"O"
3-4
12 1 11 2 10 3 9 4 5 7
3-5_________
XT
6
3zn:ry— O-
TT
TT J L J L 3-5 I L3-4 3-4
12 11 6  5 10 9 4 3 8  7 2 1
29
Ex. 4.3 a.
Sketch for the Songs o f the Lake (P. A., File 13)
l'il
l i b -
- A ,
^ 3
l b - M s
l\
J ^ '% ^
:(b     4 u b  k i
a Â \ V~'L''—' ' ' '
4 c:
—t-------?—|—-3t % "I % 1
>1 ' /T-R 'ïifiii ‘i"'n'i
f  o^  lO
b -^
/■:
1 1 1
Ex. 4.3b.
Reproduction from a sketch for the 
Songs o f the Lake (P. A., File 13): Tonal' segments in harmony
P-11
P-5
P-2
bon
30
Ex. 4.4a.
Songs of the Lake, Prelude, bb. 1-6: C minor triads
Lento
Flute
Clar
Violin
Viola
Violoncello
Piano
P-0
pizz.
PP
Ped *
31
2  Ex. 4.4a. (cont)
R-0
3 1 2 3 4
I-O
m
1 I 4-
arco 1 ] 12
?
1?#:
s
a
7 8  9 10 II 12
Ped
7 8  9 10
Ped
P-9RI-2
t r
pizz.
P-0
Ped Ped Ped simile
32
Ex. 4.4b.
Songs of the Lake, IV, final bars: 5th motions in the bass
b .2 8
3  \>é 9  3
Ex. 4.5.
Sketch for the Songs o f the Lake:
List o f serial forms sharing dyads {1,2} (P.A., File 13)
------ G ----- I j ' c --------------- . ..................................
.*'■ . k , ' 1 
■1............................ -, -
- ,__ ....................... : ,
....I  -....r .-- .
<r f  r  h '  ;  j  / u  ) ^
------ p-------:------- 1-----H--------------------------------
i K i r  L M ---------'
33
Ex. 4.6.
Pygmalion (Papaioannou's piano reduction): Opening twelve-note melody
h.l
Piano
f e
(ten.)
p  tranqmllo
P-0
34
Ex. 4.7a.
Sketch for Symphony No. 3 (P.A., File 16)
SSÏïItSÉ
mm
lLiSî'ù£T»&.
Ex. 4.7b.
Sketch for Symphony No. 3 (P.A., File 16)
35
Ex. 4.7c.
Symphony No. 3, III, bb. 1-12: Combination of serial and tonal elements
Vivace
[J=116-120]Pesante
Rl-0
r \
(tim p i
(Vadd 6) m
Bb: r i (vadd 6) Im
J r [f
1 #  f i
■ i * - - I - # — ■ f r -  J ~ ,  J — — y-—  a i — Z - - - - - 1- - - - - 4—
10
n V
36
Ex. 4,8a.
Concerto for Orchestra, II, bb. 1-31 
(reproduction o f the first manuscript, P. A., File 18)
_A>A A
T M
I
p m p - g
t t X i X  X T li .
"O-fMO » I ’ y '
VT '  “* '*’—t—1“
X V 7^  —%— —y t------   1“ É É i t e l " '
/ a r o
W È # j:
^ E ^ 6 è X ; jh â k i^  !
A  _  ~ '  i t 'X  ■* 't -  I
f c E y i s j f # /
L g L L ^ X i 'S r — k X
! '’“*■ •>) T TT -»'
37
Ex. 4.8b.
Concerto fo r  Orchestra, bb. 56ii-62i
b.S7
ft
i
YP-7
1 ftrT%n I m
6>=ft
XP-1
Ex. 4.9.
Invention XII, bb. 30-3 li: Use of a serial fragment as a micro-series
b. 30
P-6
P-0
38
Ex. 4.10.
Intervallic content, pentatonic subsets, diatonic subsets 
in the twelve-note series of the 12 Inventions and Toccata  ^
Sonata and Suite
Inetrval Class Content
3-7
i
3-7
1 I----------------------1
12 Inventions and Toccata
triad
Nos o f appearances
□cc -o-
P-0 4-23 (12)
3-7
Sonata
the members of the B major scale
3-9 (12) -1 I '3-7
331
Nos o f appearances
EC o -
O i f
Nos of appearances
P-0 3-74-22
Suite
3-7 3-7
1 r
r~ o — 
p-0 triad
39
Ex. 4.11.
Sonata: Invariant relationships between serial forms
4 . 11a.
o-
■ O '- - -i? o -
P-0
It*-*     - -O---- Po ­tt
P-5 
4 nil
XT
P-0
XX
I-O
4. 11c.
XX &
-& ■
p- 0
lo-XX XX-0^
I-IO
4. lid .
XXixXX
p - 0
XX
1-2
4. lie .
4-Z15 4-Z15
XXXX XX
p - 0
1-7
40
Ex. 4.12.
Sonata, III: Invariant relationships between exposition and recapitulation
h.66
b. 185
1-8
Ex. 4.13.
Suite: Hexachordally invariant serial forms
P-0
XT X T
X T
X T
1-4
41
Ex. 4.14.
Sonata, III, bb. 1-10
sf
îegaîG scmpre
#
£y : X
Ex. 4.15.
Invention VIII, bb. 18Ü-20: Triadic ending
b. 18ii
cresc...
r \
ml
M
F#
P-0 .
■I,?  : *>
Ex. 4.16.
Suite: Derivational procedures for new series 
XP-0
- I ____
3-5 3-5
 1 I------------
- H -
12 ------------------
-I V I 5 9 2 6  10 3 7 11 4 8  12
P-0 YP-O 3-3 3-310------------------- I--------- 1 I—  I
r - - -  L U  # "  "  *  .± 4^=m z
-n-
12J—y l  4 7 10 2 5 8  11 3 6  9 12
42
Ex. 4.17.
Suite, v in , bb. 1-2:
Harmonies equivalent to subsets of the series
1-3 2 3 11
$
I “ i
ig
I T
3+2+3
( H
5 6
?- W = j - Pi
RI-11 1 2 6 7 10
3-8 3-8 3-5 5-31 3-10 (12) 4-18
Ex. 4.18.
Sonata, III, bb. 1-25: Invariant relationships in serial structure
p-0 I-ll  R-ll  P-ll  P-4 R-4 RI-11 P-9 P-2 R-2 1-4 R-1 1-3 R-3
d a
1-7 P-O/RI-3 RI-11
43
Ex. 4.19.
Triadic, diatonic elements at the openings of Sonata, I and Suite, I
Sonata, I, bb. 1-2
G# Eb
Lento (#= 40) 3 
1^ .. .
5 10
-fee^ 3 :  1  i
2
w
4
7 8
------- ------- -
' " ^ 3 ......  ' I E
A
P-0 1 6 9 12
Andantino
Suite, I, bb. 1-4
members of D major scale
-«■
44
Ex. 4.20.
Fifth relations at the final stretches of Toccata, Sonata and Suite
4.20a. Toccata, bb. 87-93 
b .8 7  ^
^  ■J
90
t = J i
M - E tfE
7 “
A
M =
jce
1 i—
f r -
4—  ^
8 — H
/ /
f
4 — — ^ P —  . = = ^
L ^ è \!— f — ^
f e ;
!?5-
—  S— -^---- è------- e-------------
4.20b. Sonata, ID, bb. 226-230
b.226
fero ce
4.20c. Suite, VŒ, bb. 51-54
6. 51
45
Ex. 4.21.
Invention II, Suite, VII: Fifth-related fugal entries
4.21a Invention n, bb. 1-4 
Allegretto (Fughetta) 
5
m
4.21b. Suite, Vn,bb. 1-4 
Largo ( J = 4 8 ) __
i fc= 5 kJ' J  -it
p
c -
Ex. 4.22.
Suite, V, bb. 1-4: Fifth-relation in phrase structure
Andante (J=63)
É ' J J
r Y—Z - f
r
i
M; ¥
46
Ex. 4.23a.
Suite, Vin,bb. 1-6:
Large-scale projection of a segment of the series (3-5)
Vivace
-> — kfp#-Ty k: r  ry  R -7 zzZf:
mf
3+2+3
'" ' r -
.7 _/!
sf
-----------1---------1------------
V - # i ; %
sf
■ ■ 1 ■ f  Ü
.  ' :
/ r  r ^
3-5 ({3-5}, {9-11})
47
Ex. 4.23b.
Suite, VII (Fugue): Large-scale projection of the head motive 
Largo (J = 48)
3E
XT
Ex. 4.23c.
Suite, in  (Ricercare): Large-scale projection of the ics o f the theme 
Theme: C# A Bb
IC S
First notes o f the transposed themes
Bars 8iii 
Eb
ll i i i  131 151 
G Ab D
I I
ICS 1
48
Ex. 4.24.
Suite, III (Ricercare): Pc set invariance in the theme
Lento
.0 .1
;
3-3 3-3
49
IT)
(N
%
w
0<N
Jh
s
&
1
I
I
I
CO
; li
4 ;
C
0
0 0
:
4 0
1^
1 i
_ 5
I
0 0 1 
- i s .
0 0
- i s .  -*
c :
4£X
_ 5
0
0 0
j:
c :
a
- i
)
TfI t
50
Ex. 4.26.
Invention II, Suite, V, Suite, I: Invariants in the articulation of form
4.26a. Invention H 
Allegretto (Fughetta)
f)
— — - L '
1
----------------------------
i n
1
4.26b. Suite, V
b. 17_ 
1-7
fp a ss io n a to
P-0R-0
4.26c. Suite, I
Andantino (J =72)
b. 1 15
jCL
L m # #
51
Ex. 4.27.
Invention X: Linear to block serial topography
b-5  2 3 4 5 6  7 8  10 11
w
PllI I , ^  3 4
P- 3 I 2  3  4 129 10 115 6  7 8
~ar
52
Ex. 4.28.
Invention IV, bb. 12-15; Isomorphic partitioning
R-3
b. 12
2
RI-7 1 4 5 6
53
Ex. 4.29.
Suite, IV (Scherzo), bb. 1-8: Isomorphic partitioning 
Vivace (J =104)
11 12 
10
11 12
L-Sf:
i
1 2 3  11 12 3 4  6 7 9
10
8 11 12
4 7
3 6 9 10
_ I ? 6 10 11 12 2
m
7 8 11 (7 8 11)
10 —
3
dimin. PP
E g13 4 5 7 8 9 J l3 A
54
o
m
s
§l
Ü
'T3
I
I
%
A
>
I
IW'
i---
'f?
^ 1
<=^€)î
il> ■î? I
- C ]
f t
J'
<=sC)î
[ % .
I
i ' : ]
ers
<=sf;)î
03 33
î ' -
H-
• P
H
P
il--.
-4IN
iUl
C .
i
• i
%
N -
c : \
'bT
- i^ L ] J
îi
ers
- i s
f -
<=s« î^ <=s€)i
CC
Q.
-33
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Ex. 4.31.
Rhythmic cells in Papaioannou's sketch for AKI135, dated 11.5.59 (P. A. File 21)
a) b)
S -
c)
J l m
Ex. 4.32.
Invention IV: Manipulation of the opening motive
b.lii 6ii5 / 7
rhythm
lythmpitch
rhythm
16ii
^ itch  augmentation
R-3
19ii18H
RI-7 R-7 R-3
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Ex. 4.33.
Rhythmic patterns that delineate formal sections
4.33a. Invention XII, Lento Maestoso
Bars Characteristic rhythmic patterns
1-8 J.}
9-17 y n  }
18-22
4.33b. Sonata, II
Bars Characteristic rhythmic patterns
1-18 n  A
19-23 A )}
24-36 AJ'J'
37-51 A} J
4.33c. Inventions I-XI
Invention Characteristic rhythmic patterns
1 A m
II .^ A
III
IV
V
VI A > J
VII
VIII
IX
X
XI
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Ex. 4.34.
Invention VIII, bb. 9-13Ü: Reduction of the repeated rhythmic units
creating chmax
b.9
1 I—
aê:
mr  1 m i  t
cresc.. f
f j ü  1
M
1/2
- è  ^■9--- èT - f ^  ‘’f  M P "f . . 1
1— :------:----^
— 1— ^— 1— 1— 1------ L--- ^ .----------
—S ------- s—
hiI f: By ll* 1»
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Ex. 4.35.
Processes o f  acceleration in Suite, V  and VII
4.35a Suite, V,bb. 17-18Ü 
b. 17 r
J- J  4^^
T
f  passionato f  sempre
J: n i
4.35b. Suite, VH, bb. 18-19Ü 
b. 18
- ^ - 1 -------------------------------- W ------------V fW
animato crescendo
Ex. 4.36.
Invention II (Fughetta), bb. 10-12i; Hemiolic sense in the first episode
h. 10 a : #r#i
/
»
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Ex. 4.37.
Sketch for 12 Inventions and Toccata (P.A., File 20)
Ex. 4.38.
Invention III: F-centred bass line
b .l  4 6 9 11 12 IS 15 18 19
Ex. 4.39.
Sonata, I: First 'phrase' articulated by pitch invariance 
Allegro non troppo ^  = 96)
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Ex. 5.1.
Sonata for violin and piano (1936), I, theme B: Model-and-sequence structure
b. 16
dolce
Violin
espr.
Piano
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Ex. 5.2.
Sonata for violin and piano (1946):
Tranformation of the opening motive of theme A to the opening motive of theme B
h. 1
f
sjz
20 r
PP
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Ex. 5.3.
Scherzo for piano:
The opening phrase as a ’complex motivic prototype’
Moderato
b . l  ^
1----------- =
1 1 /
----------------------------------------------------------
— s --------------
#
1 II g ------------------------- —^ —
—0 ---------------------------------------------------------- —— # ----<
Qr r r
h.27  brP E ~3jsr^— 
C a l m ^  semplice
t
Poco vivo  ^ r â- -o-
b.
é â
I- n
r
Ê :
P P  leggiero
Î
Ex. 5.4.
Moderate
b. I
Minuetto: Motivic fragments at the opening 
*
t J  L J  r
S
y  -0— w
m
PP melancoUca.
M  - i , i -  i ir
h-
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Ex. 5.5.
Minuetto, bb. 11-16: Voice-leading interpretation
b. 11 14 16
Ex. 5.6.
Minuetto, Trio: Motivic derivation o f the opening gesture from the Minuetto
b.25
PP dolce
Ex. 5.7.
Invention I, b. 1: Inversion
semitone •
I semitone i
g
64
Appendix II
Figures
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Fig. 2.1.
Loneliness: Cross-references between movements
M ovem ent Source
Variation I, bb. 14-15 and 17-20 Prelude, bb. l - 2 i
Trio, bb. 1-2, upper voice (later transposed) Variation I, bb. l-2 iii,  middle voice
Variation IV, b. l i - l i i ,  upper voice Variation II, bb. 1 liii-1 2 i, upper voice
Variation IV, bb. 2 ii-3 ii, middle voice Variation H, bb. 11-12, upper voice
Variation IV, b. 4, middle voice Variation I, b. 1, middle voice
Variation V , b. 1 Variation IV, b. 5
Variation V , bb. 5 -6 , middle voices Variation H, bb. 11-12, upper voice
Variation V , bb. 5 -6 , upper voice Variation H, bb. 15-16, upper voice
Fig. 2.2.
Humoristic Suite, Preludio: Chart of motivic manipulation
Bars M otivic M aterial 
Upper part L ow er part
Triads at the 
end o f  phrases
1 a(b . li) b, c (b. lii)
2 e (b. 2ii) a transposed (b. 2i)
3 a transposed (b. 3i), 
g (b. 3ii)
f
4 c inverted (C#)/c#
5 e modified (b. 5i), 
a (b. 5ii)
e modified (b. 5ii)
6 b. 3 modified, parts swap materials
7 -8 bb. 3 -4  transposed (G)/g
9-12 bb. 1-4 inverted (l.h. modified in b. 12) C#%
13 b. 5 inverted, parts swap materials
14 a inverted (b. 14i) e transposed (b. 14ii)
15-17 bb. 6 -8  transposed (l.h. modified in b. 17)
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Fig. 2.3.
Humoristic Suite: Triads at the end of movements
M ovements Final
triads
I. Preludio E
n. Gavotte - Musette m
m. Sarabande m
IV. Pavane E
V. Interludio m
VI. Gigue m
Fig. 2.4.
Humoristic Suite^ Pavane: Derivation of material from the first four-bar section
Bars Source
5 -6 Highest voice: inversion o f  the lowest voice o f  bb. 1-2
7 -8 T6 o f  bb. 3 -4
9 Lowest voice; modified inversion o f  b. 1
10 Highest voice: T8 o fb . 1
11-13 T2 o f  bb. 2 -4
14 T2 o fb . 13
15-17 T4 o f  bb. 5 -7  (upper part o fb . 17ii is TO o fb . 7ii)
18 TO o fb . 8, modified
19 T7 o fb . 9
20 T6 o fb . 2
21-22 TO o f  bb. 7 -8
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Fig. 2.5.
Humoristic Suite, Pavane: Whole-tone elements 
2.5a. The triadic references: their roots are members of whole-tone I
Bars 2i 4ii 6i 8ii H i 13ii 14ii 16i 20i 22Ü
Triadic
references
g# Bb’ e e ’ bflat c ’ d ’ ab d e ’
2.5b. Whole-tone II subset progressing to members of whole-tone I 
Bars: 3,7, lO ii-lli, 12,17,21
Fig. 2.6.
Humoristic Suite, Interludio: Formal outline
Bars Them atic material M ain harmonic events
1-8 Passacaglia theme 1. Centric note: F#.
9-16Ü Passacaglia theme 2, 
countersubject.
Centric triad: F# minor.
16iii-24ii Passacaglia theme 3. Centric triad: F# minor.
24iii-32ii Passacaglia theme 4, 
countersubject.
Centric triad: F# minor; passing 
motion towards the D  major triad 
(D: V^-I in bb. 25 iii-26 i and D: 
vii’-I in b . 27 i-ii).
32iii-40ii Passacaglia theme 5. Consistent use o f  the pc collection  
o f  the theme, centred on F#.
40iii-48ii Passacaglia theme 6. Increasing ‘chromaticism’ in 
accompanying voice. Cadence to 
F# (f f  ; ii’-v-i in bb. 47Ü1-48).
48iii-56ii Passacaglia theme 7. Centric triad: F# minor. Passing 
motion towards the A  major triad 
(A :V ^ -Im b b.51 iii-52 i).
56iii-67i Fugato on bb. 1-2. Centric triad: F# minor. M otion  
towards Eb in bb. 65ii-67i.
67-73 i Fugato on bb. 1-2. Centric triad: Eb minor.
73-76Î Focus on the opening bar o f  the 
countersubject.
Harmonic circle o f  fifths towards 
F#.
76-84 Stretto on the countersubject. Centric triad: F# minor.
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Fig. 2.7.
Prelude No. IV: Pentatonic collections in the melody
Bars Formal section Pentatonic material
1-13 A F G A C D
C D E G A
14-19 EbGbAbBbDb/F
20-22 B^ F# G# B C# E
23-36 A’ F G A C D
C D E G A
Fig. 2.8.
Prelude No. V: Formal outline
Section A 
Phrases a 
Bars 1-5
Link to 6 c Link to
6 7-9 10-12 13
Section A’
Phrases a 
Bars 14-18
Link to b 
19-20 21-23
b'
24-25
Link to 
26-27
Phrases c c* Link to b
Bars 28-31 32-34 35-36 37-40
« : F witii ambivalent major-minor 6th 
6 : D major and whole-tone I 
c : Db major
69
Fig. 2.9.
Nocturnal Fantasy: Formal outline
Form al section Bars M ain harm onic events
A  {Lento) 1-34
A' 1-12 c#
A ' 13-19 Low register: circle o f  fifths
A'' 20-34 c#
B {Poco Allegretto) 35-56
B^ 35-42 Bb (pentatonic, whole-tone I, 
Phiygian)
B^ 43-49 G/Db
B '^ 50-56 Bb
Retransition {Tempo I) 57-66Ü bflat
A 66Ü -80 c#, pedal on G#
Coda 81-90 Ambiguity between C# and c#
70
Fig. 3.1.
Spring Fantasy: Formal outline
Form al section Bars M etre and Tempo Em phasized triads: 
Beginning-end
A 1-28 4/4 Andante (J = 69-72) D-d
B 29-40 2/4 Allegretto  (J =  1 2 0 ) d
C 41-72 2/4 Lento (J = 54) d-D
D 73-87 2/4 Allegretto  (J = 1 0 4 ) Eb
A 88-116 4/4 Andante (J =  69-72) D-d
Fig. 3.2.
Spring Fantasy, section A: Modal content
Bars M odal Collection
1-5 Second plagal on D  
D E b F # G A B b  C#
6-7 First (Dorian) on F 
F G A b B b C D E b
8-9 Upper part: Second plagal on D 
D E b F # G A B b C #
Middle part: Second plagal on D  (mixed) 
D E b F # G A B b C
10-11 Fourth (Phiygian) on D  
D E b F G A B b C
12-14 First plagal (Aeolian) on D  
D E F G A B b C
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Fig. 3.3.
Imaginary Dance: Formal outline
Form al section Bars Tempo Tonal
centres:
Beginning-
end
Introduction 1-8 M oderato  (J = 54)
A 9-34 Andante (J = 44) D
Transitional 35-37 Allegro  (J = 92)
B
B^
38-65
38-49 Allegro M oderato  (J = 72) D
B^ 50-65 Allegro  (J =  100-104) D
C 66-81 Lento (J = 40) F-D
D 82-100 Allegretto  (J = 84) D
B' 101-149 Allegro (J = 104) 
(J=11 6) (bb.  144-149)
F-D
E 150-161 Vivo (j =  108) B at the end
F 162-174 Dolce (J =  100) B-D
A ’ 175-202 Andante i)  =  AA) D
Coda 203-225
203-212
213-225
Allegretto  (J = 84) 
Poco Lento (J = 50)
D
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Fig. 3.4.
Corsair Dances, IV^  (IV): Formal outline
Bars Form al pattern
1-3 Introduction
4 -9 a
10-17 b
18-23 a
24-261 b'
261-35 c
36-39 d
40-45 a
46-48Î b'
481-57 c
58-61 d
62-69 b
70-721 b''
721-81 c
82-85 d
86-91 a'
92-93 d'
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Fig. 3.5.
Corsair Dances, (V): Material derived from previous tableaux
Bars Source
3 -4 r.h.: the ascending fourth o f  the opening ostinato o f  I
9-11 r.h.: I, bb. 15ii-17i transposed and slightly varied
l l i i - 1 2 r.h.: I, bb. 15ii-17i transposed and slightly varied
14i-16 r.h.: I, bb. 15ii-17i transposed and slightly varied
18-19i r.h.: reminiscent in terms o f  contour and rhythm o f  I, bb. 6 -7 i
20Ü-24 r.h.: I, bb. 30-34 , pitch identical
2 5 - 2 f r.h.: variation o f  r.h. o f  IV, bb. 4 -5
l.h. (25Ü-26): l.h. harmony o f  m , bb. 15-32
Fig. 3.6.
Corsair Dances, VU  ^(VIII): Material derived from previous tableaux
Bars Source
3 r.h.: I, b. 15ii, rhythm and contour
5 -6 i r.h.: m, b. 18, transposed
7 -8 l.h.; m, bb. 4 -8  ostinato, pitch identical, rhythmically varied 
r.h.: m, bb. 4-5ii/r.h., varied
10 r.h.: m, bb. 7iii-8/r.h., varied
13-15 l.h.: m, bb. 15-32 ostinato, pitch identical, rhythmically varied
17 r.h.: in, b. 18 , transposed, varied
19-24 l.h.: m, bb. 15-32 ostinato, pitch identical, rhythmically varied
26 r.h.: m, b. 9/r.h., varied
28 r.h.: m, b. 9/r.h., transposed, varied
32Ü-33 r.h.: I, bb. 15ii-17i, transposed, varied
34^ r.h.: m, b. 18, transposed, varied
 ^ The overall form of V comprises the repetition o f the opening 32 bars three times with slight
variations.
’ Thereafter the same material is shuffled and recombined.
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Fig. 3.7.
Pirates: Tonal centres in the ten tableaux
Tableaux Tonal centre(s)
I Bb
n Bb (begmning)-G (end)
m D
IV Bb
V G
VI D (begiiming)-G (end)
vn Bb
vm D
IX Bb
X Bb
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Fig. 4.1.
12 Inventions and Toccata: Return to the opening serial form(s)
Invention Serial form (s)
I P-0
n P-0
m P-0
vn p-1
vm ‘Centripetal’ P-0
DC P-4/1-7
X I-5/P-3
Fig. 4.2.
Sonata I, Allegro non troppo: Formal outline
Bars Form al section
32-41 Thematic area A
42-64 Transition
65-92 Thematic area B*
93-117 Transition
118-129 Thematic area B^
130-161 Development
162-176 A'
177-183 Transition
184-200 B*'
201-212 Transition
213-225 B '^
226-247 Coda ( ‘Développement terminant’)
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Fig. 4.3.
Sonata, I: Relationships of recapitulation to exposition
Form al
section
Recapitulation
(Bars)
Exposition
(Bars)
Relationships
Theme A 162-165i 32-35i Exact inversion. Axis 0.
165-167 35-37 Modified inversion, Axis 4.
168-169 38-39 Slightly modified inversion (hands 
exchange materials). Axis 4.
170-171 40-41 Modified inversion, Axis 4.
172-176
Transition 177-183 42-64 Compressed and modified repeat.
Theme 184-185 65—66 Slightly modified inversion (hands 
exchange materials), Axis 4.
186-187 67-68 Modified inversion. Axis 4.
188-189 69-71 Considerably modified inversion.
190-192 72-74 T5 exact repeat.
193 75-76 Compressed inversion. Axis 2.
194 80 TO slightly modified repeat.
195-196 84-85 TO slightly modified repeat (hands 
exchange materials).
197-198 86-87 TO slightly modified repeat.
199-204 91-96 TO slightly modified repeat.
205 97 T5 exact repeat.
206 98 TIO exact repeat.
207-208 99-100 TIO slightly modified repeat (hands 
exchange materials).
211-212 101-102 T7 exact repeat.
Theme B^ 213-215 118-120 TO slightly modified repeat (hands 
exchange materials).
216-218 121-123 TO slightly modified repeat.
219-220 124-125 T5 slightly modified repeat.
221 126 TO modified repeat (hands exchange 
materials).
222-223 127 T9 expanded repeat.
224-225 128-129 T9 slightly modified repeat.
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Fig. 4.4.
Sonata, I: Inversional axes within each theme
Form al section Bars Serial forms Axis o f  inversion
Exposition 32-41 (A) P-O/I-0 0
65-68  (B^) P-8/I-0 8
Development 130-133 I-8/P-4 0
134-137 R-9/RI-11 8
138-143 R-8/RI-0 8
Recapitulation 165-167 (A ) I-4/P-4 8
184-187 (B^') I-8/P-4 0
Fig. 4.5.
Sonata, HI: Main motivic and textural events
Bars Form al section M ain m otivic and textural events
1-25 Thematic area A
1-3 Reference to theme A  o f  I (upper voice).
4 -1 0 Semiquaver ostinato in l.h. (pc set 4-Z15), elaboration o f  
rhythmic motives semiquaver rest + 3 semiquavers and 2 
semiquavers +  quaver in the improvisatory r.h..
11-25 Steady semiquaver pulse in l.h., improvisatory r.h. based 
on the same rhythmic motives as before. Punctuation by 
quaver staccato chords (b. 25ii).
26-39i Transition Initial change o f  texture to contrapuntal, activation o f  the 
lowest register (with the use o f  octaves) via an abrupt 
registral shift. Initial focus on rhythmic motive 2 
semiquavers +  quaver and melodic motive 3-4; 
subsequently, ‘dissolution’ to a semiquaver continuum, 
punctuated by the staccato chord and the break in b. 39.
39Ü-84 Thematic area B
39Ü-51 Initially, contrapuntal texture in middle-low register and 
then thicker chordal texture with abrupt momentary shifts 
to the high register (bb. 44i and 45ii). Motivic tightness 
through focus on rhythmic motive 2 semiquavers +  
quaver and melodic motive 3-4. Cadence by motivic 
liquidation.
52-84 Developmental continuation: abrupt shifts to low  register 
initiate new upward waves starting with motivic material
78
derived from bb. 39Ü-41. In the last wave (bb. 79-84) 
momentum increases by quicker rotation of the series (a 
result of the frequent use of elisions between contiguous 
closely interconnected serial forms), repetition of the 
trichord F#, C#, G# (bb. 8lii, 82i and 83i/l.h., presented 
by segments of different serial forms), dynamic ascent 
and denser texture culminating in sff staccato six-note 
chord in high register (the densest chord so far).
85-121 Development
85-93 Starts with abrupt shift to the low register and subito pp. 
Juxtaposition of motivic material of B with the rhythmic 
motive semiquaver rest + 3 semiquavers of A; momentary 
reference to the beginning of A (bb. 90-91 i/r.h.); final 
punctuation by staccato quaver chords (b. 93ii).
94-101 Contrast through slower tempo, expanded rhythmic 
activity and initial emphasis on tritone (bb. 94—95/l.h.), an 
interval not comprised in the series.
102-106 Restoration of initial tempo. Texturally and motivically 
reminiscent of the developmental continuation of B.
107-116 Steady semiquaver motion in l.h. and melody- 
accompaniment texture as in A; passing reference to the 
initiating gesture of II (bb. 107ii-109/r.h.) and the head 
motive of A (in augmentation, b. 110/r.h.).
117-121 Building up of tension through contrapuntal texture, 
registral ascent, quicker rotation of the series and dynamic 
increase. Punctuation by staccato s f chord.
122-139 A Modified and curtailed recapitulation of theme A (see Fig. 
4.6).
140-1551 Transition Modified recapitulation of bb. 26-39i.
155Ü-203 B'
155Ü-170 Rhythmically and metrically altered restatement of bb. 
39Ü-51.
171-203 Modified recapitulation of bb. 52-84.
204-230 Coda
204-209 Beginning with the transposition (T2) of the fleeting 
reference to theme A in the development section (bb. 90- 
91i). Gradual increase of intensity through denser texture 
and the semiquaver octaves in the low register in b. 209, 
and slower tempo.
210-215 Reminiscent of the very opening of the work in terms of 
tempo, phrasing and rhythm (however, metrically 
modified).
216-230 Restoration of Allegro tempo. Passing reference to 
motivic ideas from both themes. Momentum increases by 
metric changes and dynamic ascent, and leads to the final 
climactic cadence through homophonie texture and 
octaves.
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Fig. 4.6.
Sonata, HI: Relationships of recapitulation to exposition
Formal
section
Recapitulation
(Bars)
Exposition
(Bars)
Relationships
Thematic 
area A
122-130 4-11 Slightly modified inversion (hands exchange 
materials), Axis 0.
131 12 Modified inversion. Axis 8, hands 
exchange materials.
132 12 T3 modified repeat.
133 13 T3 slightly modified repeat.
134-135 14-15 T il slightly modified repeat.
136-1371 16-171 T9 slightly modified repeat.
137Ü-139 17Ü-25 Compressed, considerably modified repeat.
Transition 140 26 T5 modified repeat.
141 23 Modified inversion. Axis 6.
142 24 Modified inversion. Axis 6.
143
144-1451 28-291 T7 modified repeat.
145Ü-149 2911-33 Inversion, Axis 8.
150 34 Inversion, Axis 10.
151-153 35-37 T8 exact repeat.
154-1551 38-391 T4 exact repeat.
Thematic
areaB
155Ü-158 3911-42 T4 exact repeat.
159-1611 43 Variation and extension.
162Ü-165 44-46 Modified inversion. Axis 3.
166-170 47-51 T5 exact repeat.
171-1721 52-531 Slightly modified inversion (hands exchange 
materials). Axis 10.
172ii-173i 5311-541 Slightly modified inversion (hands exchange 
materials). Axis 6.
17311-1791 5411-601 Slightly modified inversion. Axis 6.
179Ü-180 6011-61 T7 slightly modified repeat.
181-1821 62-631 T2 modified repeat.
182Ü-184 6311-65 T il slightly modified repeat.
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185-187i 66-681 Inversion, Axis 6.
187Ü-190 68Ü-71 Modified inversion. Axis 2.
190Ü-192 71Ü-73 Inversion, Axis 0.
193 74 Slightly modified inversion (hands exchange 
material). Axis 2.
194-195 75-76 Slightly modified inversion (hands exchange 
material). Axis 8.
196-197 77-78 T5 exact repeat.
198-199 79-80 Modified inversion (hands exchange 
materials). Axis 5.
200-203 81-84 T7 exact repeat.
Fig. 4.7.
Suite, VTH: Formal outline
Bars Formal section Metre
1-21 Exposition
1-14 A 8/8
15-21 B 7/8
22-32 Development
33-50 Recapitulation
33^3 A 7/8 and 6/8 (bb. 41-43)
44-50 B' 8/8 and 7/8 (bb. 48-50)
51-54 Coda 5/8 and 7/8 (bb. 52-54)
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Fig. 4.8.
Suite, Vni: Relationship of recapitulation to exposition
Formal
Section
Recapitulation
(Bars)
Exposition
(Bars)
Relationships
A 33 1 T3 rhythmically varied repeat.
34 2 T2 rhythmically varied repeat.
35-36 3-4 T3 rhythmically varied repeat.
37 5 T9 rhythmically varied repeat.
38 6 T9 varied repeat (hands 
exchange materials).
39 7 Modified inversion (hands 
exchange materials), Axis 0.
40 8 T3 modified repeat.
41 9 T4 modified repeat.
42 10 T5 modified repeat.
43 11 Considerable variation.
B 44-45 15-16 T7 rhythmically varied repeat.
46-47 17-18 Modified inversion. Axis 11.
48-50 19-21 T il exact repeat.
51-54 22 T il expanded repeat.
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Appendix III 
Serial Tables for the Twelve-Note Piano Works
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12 Inventions and Toccata
Bars li liii 3i 3v 5i 6i 8i lOi lOiii l l i
Series P-0 P-0 1-7 P-1 P-9 P-0 I-O R-0 R-0 I-O
16i 16ii 18i 18i 19ii 22i 24i 26i
RI-0 I-O RI-0 P-0 R-0 P-0 I-IO P-0
n
Bars Oiii 3iii 4ii 6iii 11 7ii lOi lOiii l l i i 12ii 13iii
Series P-0 P-7 RI-0 P-5 R-0 RI-10 RI-8" RI-5^ RI-2" R-8^ P-10
14ii 16i 16iii 17i 19iii 20i 20ii 22iii 22iii 23ii 25iii
RI-3 P-0 P-4 P-0 1-6 P-4 R-1 I-O 1-5 R-7 P-6
26ii 27iii 29iii 30i 32iii 33i 33iii 35i 37i
P-8 I-O P-4 P-7 P-0 I-2a P-11 RI-2a P-0
Bars lOi-iii lOii-
iii
lOiii
UV. (1-3}
MV. {11-12}
L.V. {4-10}
U.V. :Upper Voice, M.V. : Middle Voice, L.V. : Lowest Voice
4
Bars lOiii-lli llii-iii ll ii i
U.V. {4-10}
M.V. {11-12}
L.V. {1-3}
Bars llii-12i 12i-ii
U.V. {4-10}
L.V. {1-3}
{11-12} omitted.
6
Bars 12ii-13ii 12iü-13i
U.V. {1-3}
L.V. {4-12}
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mBars li 2iii 3iii 5i 7i 7iii Bill 9ii 101 H i
Series P-0 R-0 I-O P-0 P-0 R-0 R-0' P-0 1-0 P-0
12ii 131 141 1511 16111 171 191 19111
R-0 1-3 RI-0 P-0 R-0 RI-0 R-0 1-0
IV
Bars 11 11 41 51 61 71 81 91 91 111
Series R-0 P-l« P-0 R-1 RI-9 P-0 RI-0 R-3 P-4a P-3
121 141 1511 161 1811 191 1911 211 221 231 2511
R-3 RI-7 R-3 R-0 Rl-7 R-7 1-0 Rl-11 P-0 Rl-7 Rl-6
V
Bars 11 211 41 91 121 151 171 191 2011 221
Series P-0 P-11 P-4 P-5 Rl-6 Rl-11 P-5 Rl-5 Rl-3 Rl-4
261 281 311 321 331 351 361 371 381 401
P-7 1-7 R-7 Rl-4 Rl-0 1-5 1-7 Rl-7 P-3 P-9
VI
Bars 11 11 41 51 511 6111 8111 101 11111 12111
Series P-0 1-0 R-0 R-0 Rl-0 P-0 1-0 P-0 1-0 Rl-0
14111 15111
R-0 Rl-0
v n
Bars 11 111 31 41 51 61 71 81 81 9111
Series P-1 1-2 Rl-1 R-2 R-2 R-2 Rl-1 P-1 1-2 P-0
101 111 121 141 141 161 171 171v 191 19111 191v 211
Rl-0 P-0 1-0 1-2 P-1 P-0 1-0 Rl-0 R-0 P-1 R-1 1-2
221 221 22111 22111 2311 24111 251
l-2a Rl-2a R-0 Rl-0 P-1 R-2 P-0
Bars 8iii-9i
U.V. {6-1}
LV. {8-12}
* {1-4} omitted.
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vm
P-0 and 1-0 are the reorderings of P-0 and 1-0 following the pattern: 
{6,5,7,4,8,3,9,2,10,1,11,12}
P-0 and 1-0 are the reorderings of P-0 and 1-0 following the pattern:
{1,12,2,111,3,10,^i,9,5,8,6,7]
Bars Oiv 2i 31 4111 511 61 71 7111 81 81v
Series
P-0
<  >
P-0
<  >
P-0 P-0
<  >
P-2
<  >
1-0
>► <
1-0 P-0 R-7 1-0
101 111 121 12111 131 141 141 151v 171 171v 1811
<  > < <  > <  > >  <
P-0 p-0 P-0 P-7 P-0 RI-0 R-0 P-0 R-0 P-1 1-2
DC
Bars 11 31 41 51v 81 91 101 111 121 131 141
Series P-4 1-7 1-7 R-6 RI-3^ R-6 R-6 RI-10 RI-3 P-4 RI-3
151 161 171 181
R-6 P-4 P-4 1-7
X
Bars 11 21 51 71 91 111 131 1411 171 191
Series 1-5 P-3 1-5 P-3 P-6'" 1-5 1-5 R-3 R-3'^ 1-0
211 211 2311 251 281 301 331 351 371 381 3911
P-3 1-5 1-5 P-3 1-5 P-3
>  <
1-5 P-3
>  <
P-3 1-5 P-3
411 4211 4311
>  <
P-3 1-5 1-5
10
{8] omitted.
Bars 91-10 9ii-10
U.V. {5-9,12}
L.V. {1-4,10-11}
Bars 171-18 1711-18
U.V. {2-3,8-10,12}
L.V. {1,4-7,11}
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XI
Bars li 41 511 7111 101 121 131 141 151 161
Series P-0 R-0 1-0 RI-0 P-0 P-1 RI-1 I-l R-1 P-2
16111 181 191 201 20111 221 22111 23111 251 251 261
R-2 1-2 RI-2^^ P-3 R-3 1-3 RI-3 P-4 I-4a RI-4a 1-4
2611 281 291 311 321 331 341 351 3611 371 37111 38111
R-4 P-5 1-5 RI-5 P-6 R-6 1-6 RI-6 P-7 R-7 1-7 RI-7
401 411 41111 4311
P-8 R-8 1-8 RI-8
xn
Bars 11 31 61 71v 81v 9111 111 11111 121 1311
Series P-0 R-0 1-0 RI-0 P-1 R-1 I-l RI-1 P-2 R-2
14111 151 1611 181 181v 201 20111 231 241 24111 25111
1-2 RI-2'" P-3 P-3 R-3 1-3 RI-3 P-4 RI-4 R-4 1-4
26111 271 281 2811 2811 2911 3011 3011 30111 311 321
P-5 1-5 R-5 RI-5 P-6 R-6 P-0^^ P-6i) P-I^^ 1-6 RI-6
32111 331 341 3411 351 361 36111 3711 381 38111 3911 401
P-7 R-7 1-7 RI-7 P-8 1-8 R-8 RI-8 P-9 RI-9 R-9 R-9
40m 411 41111 4211 431 4311 43111 4411 451 451 461
P-10 RI-10 I-IO R-10 P-11 R-11 I-ll Rl-11 R-0 P-0 1-0
12
Bars 19i 19111
U.V. {3-1,7-11}
L.V. {4-6,12}
Bars 151-161 1511-161 15111-161
U.V. {1,6,11}
M.V {2-3,7-10}
L.V. {4-5,12}
‘“Only {1,2,3}
" Only {1 A 3 )  
“  Only {1A3}
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TOCCATA
Bars 47i 481 491 491 501 50111 511 511 511v 5Ilv
Series
1-0 RI-0 R-I P-1
► <
P-0
<  >
P-0 1-0
► <
1-0
>  <
P-0
► <
1-0
5211 5211 521v 521v 53111 541 541 54111 551 551 55111
<  »
P-0 1-0
<  >
P-0 P-0 P_0’i^ RI-0 P-2
>  <
R-0 P-I P-8 RI-2
551v 571 571 571v 591 591 601 601 601v 601v 61111
P-8^« 1-5 P-8 P-9 P-10 1-7 R-0 P-2 P-5 1-9 R-5
621 62111 62111 <531 6311 631v 64111 64111 6511 6511 661
I-lb I-la I-4a P-11 P-9 P-11 I-Il R-8 RI-0 1-8 P-0
66111 661v 6711 671v 6811 68vl 69111 701 70111 711 71111
R-0 1-0 P-1 R-1 I-l RI-1 P-2 P-3 R-2 R-3 1-2
721 72111 731 741 751 761 771 771 781 791 791
1-3 RI-2 RI-2 R-I P-0 RI-4 RI-4 P-11 RI-1 P-5 P-10
811 821 831 841 851 861 871 881 8811 911 9111
RI-0 RI-6 RI-2 RI-8 P-9 P-0 P-5 P-3 P-8 P-0 R-0
P-0’ is the reordering of P-0 following the pattern: {12-11,1-2,10-9, 3-4,8-7, 5-6} 
U.V. b. 55iv-56i : {1-5}, b.56m-57i: {1-12}
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Sonata for Piano
I
Bars li 2ii 41 611 811 111 131 151 1611 1811
Series
P-0 R-0 1-0 RI-0 P-0 P-1 R-1 P-2 R-2 1-2
Formal
Section
Lento
2011 221 221 251 291 291
RI-2 R-1 P-0 RI-1 P-0 R-3
Bars 321 321 351 351 381 401 421 4311 4411 4511
Series P-0 R-3 P-0 1-0 P-0 R-0 P-5 R-6 P-0 RI-5
Formal
Section
Allegro non 
troppo 
Theme A
471 4711 491 4911 521 531 5411 561 5711 5711 601
P-10 P-8 1-6 1-7 P-11 R-11 R-10 P-3 1-0 P-0 P-0
621 641 651 671 691 721 731 751 771 7811 7911
R-4 R-4 P-8 1-0 Rl-11 RI-10 Rl-11 R-9 P-2 P-10 P-5
Theme B
811 821 831 841 8511 871 881 891 901 911 921
1-5 1-0 RI-2 P-8 R-8 1-8 RI-4 R-0 R-6 P-4 RI-3
931 951 971 981 991 1011 1031 1041 1061 1071 1081
P-10 1-6 P-10 1-9 RI-10 R-9 RI-9 1-9 P-0 R-0 P-4
1101 1121 1141 1161 1171 1181 1201 1221 1231 1241 1251
P-6 RI-8 RI-8 RI-4 RI-10 1-6 RI-6 RI-9 RI-9 I-ll I- ll
Andante
1261 1271 1281 1301 1321 1341 1361 1381 1411 1441 1451
P-9 P-9 1-4 1-8 P-4 R-9 Rl-11 R-8 RI-0 RI-5 RI-9
Tempo Prime 
Development
14511 1471 1481 1491 15011 1511 1521 1531 1541 1551 1561
RI-8 RI-10 I-IO P-0 1-6 R-8 R-0 RI-10 1-7 RI-10 R-4
1571 15711 15811 1601 1611 1621 1621 1651 1651 1681 1701
P-3 RI-4 RI-4 RI-9 Rl-11 1-0 RI-9 1-4 P-4 1-4 RI-4
Recapitulation 
Theme A
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172i 1721 1751 1771 1791 18011 1821 1841 1861 1881 1891
R-1 P-0 RI-6 RI-7 RI-8 RI-9 Rl-11 1-8 P-4 R-6 R-9
Theme B'
1901 1911 1931 1941 1951 19611 1981 1991 2001 2011 2031
RI-3 RI-4 RI-5 P-5 P-8 R-8 1-8 P-4 RI-3 RI-5 1-6
2051 2061 2071 2091 2111 2131 2151 2171 2181 2191 2201
P-3 1-7 RI-8 RI-0 R-4 1-6 RI-6 RI-9 RI-9 1-4 1-4
Andante
2211 2221 2241 2261 2281 2301 2301 2321 2341 2361 2381
P-9 P-6 I-l P-1 R-2 P-8 R-11 P-2 P-5 P-7 R-4
Tempo Primo 
‘Développement 
Terminant’
2391 2401 240111 24111 2431 2431 24411
P-5 R-8 RI-9 RI-0 R-0 P-0 RI-2
n
Bars 11 31 41 4111 5111 611 711 8111 91 10111
Series Rl-11 RI-10 RI-9 RI-8 RI-7 RI-6 RI-5 RI-4 RI-3 RI-2
111 121 131 1411 151 171 191 201 2011 22111 241
RI-1 RI-0 1-0 I-l 1-2 1-3 1-4 1-5 1-6 1-7 1-8
2511 261 281 291 301 311 321 3211 341 351 351v
1-9 I-IO I-ll R-11 R-10 R-9 R-8 R-7 R-6 R-5 R-4
371 381 391 39111 4011 411 421 431 441 4411 451
R-3 R-2 R-1 R-0 P-11 P-10 P-9 P-8 P-7 P-6 P-5
461 471 4811 4911 501
P-4 P-3 P-2 P-1 P-0
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m
Bars 11 411 71 101 121 1211 1311 1511 1611 171
Series P-0 P-0 P-0 I-ll R-11 P-11 P-4 R-4 Rl-11 P-9
Formal
Section
Introduction Theme
A
181 1811 1911 2011 211 2111 2211 2311 2311 251 261
P-2 R-2 1-4 R-1 1-3 R-3 1-7 P-0 RI-3 RI-Il R-0
271 2911 3111 3211 341 351 3511 3611 381 3911 4111
RI-7 RI-10 R-3 P-7 P-2 R-9 I-ll Rl-11 RI-10 P-5 P-10
Theme
B
441 4511 471 521 5311 5411 5411 5611 5711 5811 591
1-7 1-7 I-ll 1-5 1-3 P-10 I-IO P-10 R-7 P-5 RI-8
5911 601 6011 6111 6111 6311 6411 661 681 6811 6911
P-6 RI-4 P-8 R-4 RI-8 R-11 P-1 P-10 I-ll P-8 P-11
6911 7111 7311 751 771 781 791 811 8111 821 831
1-3 Rl-11 R-0 P-1 RI-1 R-5 P-9 R-0 RI-7 P-5 R-2
8311 8311 841 851 8611 8711 8811 901 901 921 9211
P-2 P-3 P-8 P-9 RI-9 RI-2 P-0 P-5 P-3 RI-2 1-2
Development
931 9311 9411 9611 981 1001 1011 10211 1031 10311 1041
1-9 P-6 RI-4 RI-9 R-2 P-2 P-0 RI-0 RI-5 RI-1 P-11
10411 1051 10511 1061 10611 1091 1121 11311 1151 1171 11711
Rl-11 1-6 RI-6 P-4 P-6 I-l 1-8 RI-8 RI-9 P-8 P-11
1191 1191 11911 12011 12011 1211 12211,12311 12411 1291 1311 13111
1-2 1-3 RI-6 1-3 P-4 P-9 1-0 1-0 P-1 RI-9 1-9
Recapitulation 
Theme A
1321 13311 13511 13611 13711 1381 13811 1391 1401 14011 14111
P-2 P-3 R-1 RI-8 RI-4 P-8 RI-2 R-0 R-5 P-11 R-3
1421 1431 14311 14511 14711 14811 1501 1511 15111 15211 1541
1-5 1-0 RI-2 R-10 RI-5 I-l 1-8 R-5 1-7 RI-7 RI-2
1551,11 15711 16211 1661 1711 17211 17311 17311 17511 17611 17711
P-9 P-2 P-8 1-4 P-5 P-3 P-8 1-8 1-8 Rl-11 I-l
Theme B'
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178i 178Ü 1791 17911 1811 18111 18211 18311 1851 1871 18711
R-10 P-1 Rl-11 P-3 R-6 R-1 R-10 P-0 1-8 P-7 1-6
18811 18811 19011 19211 1941 1961 1971 1981 2001 20011 2011
1-3 P-11 R-1 RI-2 1-7 RI-6 R-10 1-8 R-7 RI-2 P-0
2021 20211 20211 2031 2041 2041 2061 206Ü 2071 20711 2081
R-9 P-9 P-10 P-3 P-7 P-5 RI-4 P-2 P-3 1-3 R-8
20811 20911 2101 2131 2151 216 2181 21811 21911 220
RI-9 RI-2 P-8 1-5 R-11 Rl-11 P-9 R-7 RI-2
Andante Coda
22111 2221 2231 2241 22411 2261 22611
RI-10 P-8 P-7 1-2 RI-2 P-0 RI-12
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Suite
Bars li 41 71 811 1011 131
Series P-0 P-0 P-0 R-0 R-0 R-0
n
Bars 11 21 31 311 51 61 71 81 101 121
Series I-O I-O I-O RI-0 I-O I-O I-O I-O I-O I-O
m
Bars 11 31 4111 51 511 6111 61v 71 71v 8111 8111
Series R-0 R-0 R-0 R-0 P-0 R-0 P-0 P-0 P-0 RI-0 P-0
101 10111 1111 lllü l lü l 131 131 141 151 151 161
P-0 I-O P-0 1-5 RI-4 RI-5 P-0 R-4 R-5 Rl-11 R-8
161 171 171 181
P-0 R-5 1-5 1-5
IV
Bars 11 21 31 41 51 61 71 7111 91 101
Series RI-0 RI-0 R-0 R-0 RI-4 R-11 P-0 P-0 RI-0 P-0
111 121 131 141 151 161 171 181 191 201 211
R-4 1-4 R-11 RI-1 R-5 1-8 1-5 P-0 R-11 RI-5 I-O
221 221 231 23111
1-5 R-0 P-5 P-6
V
Bars 11 11 31 31 41v 51 6111 61v 8111 9111
Series 1-5 P-0 I-O P-7 1-5 RI-5 R-0 RI-1 P-5 P-7
1011 111 1111 121 121v 131v 14111 15111 171 171 191
I-l P-2a R-2a P-0 P-5 P-0 1-3 1-5 1-7 R-0 1-4
19111 201v
I-O P-0
93
VI
Bars 11 31 311 41 5 51v 7 81 91 111 lllv
Other
voices
I-8b 1-0 P-7 RI-8a P-0 P-0 1-6
Ostinato I-8a'^ I-8a I-8a I-8a I-8a I-8a
131 151 161 171 18 191 201 211 21111 221v
P-0 1-5 I-8b 1-0 1-5 R-11 RI-I P-5 P-3
I-8a I-8a I-8a I-8a I-8a
231 241
R-0
I-8a
vn
Bars 11 31 51 51 61 71 71 811 91 101
Series P-0 P-5 P-10 1-3 1-5 P-9 R-2 T-10 1-0 P-0
111 121 12111 131 1311 141 14111 161 161 1711 181
RI-2 P-0 R-5 P-9 1-8 1-2 P-0 I-l P-3 P-7 P-9
181v 191 201
P-2 P-3 1-3
vm
Bars 11 21 31 41 51 61 71 81 91 101
Series Rl-11 1-3 RI-4 P-0 RI-5 R-0 1-0 R-0 RI-7 R-7
Formal
sections
Exposition 
Theme A
111 121 131 141 14111 151 171 191 191 20111 221
P-0 1-0 R-3 P-3 R-3 R-0 RI-7 XP-0 YP-0 R-0 YI-3
Theme B Development
231 241 251 251v 271 281 291 301 301v 311v
XI-7 YRI-0 XRI-0 R-0 XRI-0 YRI-0 YRI-0 YRI-7 R-0 RI-0
331 341 351 361 371 381 391 401 411 421 431
RI-2 1-5 RI-7 P-3 RI-2 R-9 P-0 R-3 Rl-11 R-0 YI-10
Recapitulation 
Theme A
19I-8a and I-8b denote die first and second hexachords o f  1-8 respectively.
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44i 46i 48i 48i 49iv 51i 53i
R-7 R-4 XP-11 YP-11 R-11 YI-2 YI-2
Theme B'
95
Appendix IV 
Chronology
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Year Life Greece: Historical 
context -  Musical 
composition and life
International scene: 
Historical context -  
Musical 
composition and life
1910 Birth on 6 Januaiy in Kavala.
Family’s origin from Lesbos. His 
father was a doctor and his 
grandfather from his mother’s side 
studied violin in Cremona and 
Byzantine music.
Eleftherios Venizelos 
returns to Greece. 
General elections. 
Manolis Kalomiris's 
permanent settlement 
in Athens from 
Harkovo, Russia. 
Beginning of Emilios 
Riadis's music studies 
in Paris.
Igor Stravinsky: 
completion of The 
Firebird. Alban 
Berg: String Quartet. 
Claude Debussy: 
Préludes., book I.
1914 Papaioannou family moves to 
Thessaloniki.
Founding of the State 
Conservatoire of 
Thessaloniki. 
Kalomiris: Iambi kai 
anapesti (Iambs and 
Anapaests) (poems by 
K. Palamas). Births of 
Dimitrios Dragatakis 
and Manelaos 
Palladios.
World War I begins. 
Maurice Ravel: Piano 
trio. Stravinsky: 
completion of The 
Nightingale; Three 
Pieces for string 
quartet.
1920 Papaioannou family moves to
Athens. First attempt to study piano 
alone.
Treaty of Sèvres. 
Venizelos's election 
defeat. Kalomiris: 
Symphonia tis 
leventias (Leventia 
Symphony), Dimitris 
Mitropoulos: Greek 
Sonata. First 
performance of 
Mitropoulos’s Soeur 
Béatrice in the 
presence of Camille 
Saint-Saëns. Births of 
George Sicilianos and 
lakovos Haliasas.
Ravel: completion of 
La Valse. Stravinsky: 
completion of the 
Symphonies of Wind 
Instruments. Birth of 
Bruno Madema.
1922 Death of his father. Minor Asia disaster. 
Petros Petridis: 
Kleftikoi Choroi 
(Dances of the 
Klefts), George 
Sklavos: OAitos (The 
Eagle), symphonic 
poem. Birth of Iannis 
Xenakis.
Mussolini in power 
in Italy.
Establishment of the 
International Society 
for Contemporary 
Music in Salzburg. 
Stravinsky: 
completion of Mavra. 
Development of the 
twelve-tone 
technique by Arnold 
Schoenberg.
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1927 He registers in the Law School of 
Athens.
Organization of the 
first ‘Delphic Feasts’. 
Mitropoulos, as 
conductor of the 
orchestra of Athens 
Conservatoire, 
performs and conducts 
César Franck’s 
Variations 
Symphoniques. 
Skalkottas's first 
lessons with 
Schoenberg.
First performance of 
Berg's Lyric Suite. 
Anton Webern; 
String Trio Op. 20. 
Birth of Franco 
Donatoni.
1928 He registers in the School of 
Philosophy of Thessaloniki. Piano 
and orchestration lessons with 
Riadis until 1929.
Government by 
Venizelos (31 May). 
Dimitris Levidis 
composes for ondes 
Martenot. Petridis; 
First Symphony. 
Mitropoulos: 
Concerto grosso. 
Kostas Kariotakis's 
suicide.
Kurt Weill/Bertolt 
Brecht:
Dreigroschenoper. 
Ravel: Boléro. 
Stravinsky: Apollo 
Musagetes. Birth of 
Karlheinz 
Stockhausen. Death 
of Leos Janacek.
1930 Diploma in Harmony by the 
Hellenikon Conservatoire.
Agreement of Greek- 
Turkish friendship. 
Georgios Lambelet: I  
Elliniki Dimodis 
Moussiki (The Greek 
Folk Music) 
(transcription, 
harmonization and 
theoretical study of 60 
songs and dances). 
Mitropoulos conducts 
the First Symphony of 
Antiohos Evagelatos. 
Foundation of the 
National Theatre.
Stravinsky:
Symphony of Psalms. 
First performance of 
Dmitry
Shostakovich’s Third 
Symphony.
1931 First surviving composition, the 
song Vrohi kalokeriatiki (Summer 
Rain). Counterpoint lessons with 
Alekos Kontis and piano lessons 
with Marika Laspopoulou at the 
Hellenikon Conservatoire.
Foundation of the 
Union of Greek 
Composers. 
Emmanouil Benakis 
ends the scholarship 
to Skalkottas. 
Kalomiris: Symphonia 
ton anideon kai ton 
kalon anthropon 
(Symphony of the 
Simple and Good 
People). Giorgos 
Seferis: Srtofi (Turn). 
Birth of Stefanos
Webern: Variations 
for piano Op. 27. 
Edgard Varèse: 
completion of 
Ionisation. Births of 
Mauricio Kagel, 
Sylvano Bussotti and 
Sofia Gubaidulina. 
Deaths of Vincent 
d’Indy and Carl 
Nielsen.
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1933 Diploma in Fugue by the 
Hellenikon Conservatoire. Prizes 
for his song Vradaki (Evening) and 
Daphnis and Chloe for choir and 
orchestra in competitions by the 
Ministry of Education and the 
Greek Choir respectively.
Gazouleas.
Skalkottas’s return to 
Greece. Marios 
Varvoglis: To 
apogevma tis Agapis 
(The Afternoon of 
Love, opera). Death of 
C. P. Cavafys.
Hitler in power in 
Germany.
Schoenberg expelled 
from professorial 
position in Berlin; he 
emigrates first to 
France and then to 
USA. Birth of 
Krzysztof 
Penderecki.
1934 Completion of his studies at the 
Hellenikon Conservatoire. 
Appointed as a high school music 
teacher. He begins teaching 
theoretical lessons at the National 
Conservatoire.
Instability in the 
political scene. 
Murder attack on 
Venizelos. Harilaos 
Perpessas: First 
Symphony, 
Evagelatos: Suite for 
orchestra, Petridis: 
Byzantini thesia 
(Byzantine Sacrifice) 
for orchestra. Yannis 
Ritsos’s first poem 
collection: Traktor. 
Death of the painter 
Theofilos.
Webern: Concerto 
for 9 instruments Op. 
24. Stravinsky: 
completion of 
Perséphone. Births of 
Alfred Schnittke and 
Peter Maxwell 
Davies.
1938 First concert exclusively with his 
works in Athens Conservatoire on 9 
April.
Foundation of the 
National Radio 
Orchestra, directed by 
Evagelatos. 
Skalkottas: Okto 
Parallages pano se 
ena dimotiko tragoudi 
(Eight Variations on a 
Folksong). 
Mitropoulos is 
appointed permanent 
conductor of the 
Symphony Orchestra 
of Minneapolis.
Annexing of Austria 
by Hitler. Treaty of 
Munich by England, 
Germany, France and 
Italy. Arthur 
Honegger: La Danse 
des morts. Aaron 
Copland: Billy the 
Kid. First 
performances of 
Sergey Prokofiev’s 
Romeo and Juliet 
(Brno) and Paul 
Hindemith’s Mathis 
der Maler (Zurich). 
John Cage
experiments with the 
‘prepared pianoforte’.
1939 Broadcasts of his symphonic pieces 
by the National Radio Orchestra
Foundation of the 
National Opera of the
Annexing of 
Czechoslovakia by
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(21.5.1938 Athens Radio Channel 
started a series of broadcasts 
dedicated to Greek composers). He 
becomes member of the Union of 
Greek Composers and conductor of 
the Choirs of the Centre of 
Employees and Workers of Athens 
and Piraeus.
Royal Theatre. 
Kalomiris writes his 
Memoirs. Petridis: 
Digenis Akritas, 
Dramatic Symphony 
in Nine Movements, 
and Choralle and 
Variations for string 
orchestra. Birth of 
Yannis Vlahopoulos.
Hitler and of Albania 
by Mussolini. World 
War n begins. 
Stravinsky starts his 
Harvard lectures. 
Birth of Heinz 
Holliger. Death of 
Sigmund Freud.
1944 He studies Byzantine music
(alone). Composition of Preludio 
kai horiko (Prelude and Chorale) 
for choir and string orchestra. First 
performance of a work of 
Papaioannou by the State Orchestra 
of Athens: Koursaros (Corsair) (19 
March, Pallas Hall).
Liberation of Greece. 
‘Decembrians’, 
commencement of the 
Civil war. Theodores 
Kariotakis: Epiko 
Tragoudi (Epic Song) 
for orchestra. Petridis: 
Eisagogi penthimi kai 
iroiki (Mournful and 
Heroic Introduction) 
for orchestra.
Petridis begins work 
on his Fourth 
Symphony. Solon 
Michailidis: Byzantino 
afieroma (Byzantine 
Tribute) for string 
orchestra.
Murder attempt on 
Hitler. Olivier 
Messiaen: Technique 
de mon langage 
musical (book). First 
performance of 
Copland’s 
Appalachian Spring 
(Washington).
1945 Composition of Vassilis Arvanitis, 
Symphonic Legend in Eleven 
Pictures, based on Stratis 
Myrivilis’s novel and characteristic 
of his turn to the Greek national 
school of music. Collaboration with 
Mary Vryakou’s school of dance: 
Anixiatiki fantasia (Spring Fantasy) 
and Sklavas Lytrossi (Liberation of 
a Slave Woman).
Kalomiris’s election 
as member of the 
Athens Academy. 
Michailidis: 
Contemporary Greek 
Music and Harmony 
of Contemporary 
Music (books). 
Aristotle 
Koundouroff: 
Symphoniki eikona 
apo to Alvaniko 
Epos (Symphonic 
Tableau on the 
Albanian Epic) for 
orchestra. First 
performance of 
Kalomiris’s O 
thanatos tis 
Andriomenis (The 
Death of the Valiant 
Woman). Births of 
Vangelis Riziotis, 
Marielli Sfakianaki 
and Kyriakos Sfetsas.
Atomic bombs in 
Hiroshima and 
Nagasaki. Suicide of 
Hitler. Benjamin 
Britten: Peter Grimes 
Op. 33. Deaths of 
Webern and Béla 
Bartok.
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Death of Lambelet
1946 First performance of Vassilis 
Arvanitis by the State Orchestra of 
Athens (23 March, Rex Theatre). 
Composition of the First 
Symphony.
General elections 
(May). Referendum, 
return of George B 
(September). Alekos 
Xenos: First 
Symphony, Tis 
Antistasis (of the 
Resistance). Mikis 
Theodorakis: To 
Paniyiri tis Assi- 
Gonias (The Feast of 
Assi-Gonia) for string 
orchestra. Petridis: 
completion of his 
Fourth Symphony 
(Pindos). Nikos 
Kazantzakis: Alexis 
Zorbas.
Foundation of U.N.. 
Institution of the 
International Summer 
Courses for New 
Music in Darmstadt. 
René Leibowitz: 
Schoenberg and his 
School (book). Pierre 
Boulez: Sonatina for 
flute and piano. First 
Piano Sonata. First 
performances of 
Prokofiev’s War and 
Piece (Leningrad) 
and Britten’s The 
Rape ofLucretia Op. 
37 (Glydenboume). 
Death of Manuel de 
Falla.
1947 First performance of the First 
Symphony by the State Orchestra 
of Athens (27 April, Olympia 
Theatre). Kalomiris’ radio 
broadcast on Papaioannou. He is 
elected member of the committee 
of the Union of Greek Composers.
‘Truman doctrine’. 
Tension in the civil 
war. Treaty of Paris in 
which Dodecanese 
became part of the 
Greek state. Death of 
George B. 
Enthronement of 
Pavlos. Xenakis 
emigrates to France 
and he was sentenced 
to death for desertion. 
Yannis Costantinidis: 
Mikri Souita se 
Dodecanessiaka 
Themata (Little Suite 
on Dodecanessian 
Themes from 
Dodecane) for violin 
and piano. Evagelatos: 
Paralages kai fouga 
se ena elliniko 
dimotiko
tragoudi. (V ariations 
and Fugue on a Greek 
Folksong) for 
orchestra. Births of 
Michalis Grigoriou, 
George Zervos and 
Thanos Mikroutsikos.
Schoenberg: Survivor 
from Warsaw. 
Stravinsky: 
completion of 
Orpheus. Boulez: 
completion of La 
Visage nuptial. Albert 
Camus: La Peste.
1949 Trip to European music centres 
with UNESCO Scholarship. He 
stays in Paris and attends at lessons 
of Honegger.________________
Revival of Greek 
traditional dances by 
Koula Pratsika at 
Herodion. Manos
Foundation of 
NATO. Victory of 
Mao Tse Tung in 
China. Theodore
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Hadjidakis’s lecture 
on rebetiko song; he 
starts collaboration 
with Rallou Manou’s 
‘Elliniko Horodrama’ 
(Hellenic Dance and 
Drama). Yannis 
Christou: Mousiki tou 
finika (Phoenix 
Music). Death of 
Skalkottas and 
Konstantinos Psachos. 
Births of Vangelis 
Katsoulis and Dimitris 
Maragopoulos._____
Adomo: Philosophie 
der neuen Musik 
(book). First 
performance of 
Messiaen’s 
Turangalila- 
Symphonie (Boston). 
Death of Richard 
Strauss. George 
Orwell: 1984.
1950 Return to Greece. He experiments 
with the twelve-tone technique in 
Tragoudia tis limnis (Songs of the 
Lake) (text: Miltiadis Malakassis). 
Completion of Pygmalion for 
orchestra.
Petridis: Agios Pavlos 
(oratorio). Christou: 
First Symphony for 
mezzo and orchestra. 
Births of Haris 
Xanthoudakis and 
Michalis Travlos.
Korean War (until 
1951). Revival of 
Donaueschingen 
New Music Festival. 
First performance of 
‘musique concrète’ in 
Paris. Messiaen: 
completion of 4 
Études de rythme. 
First performances of 
Boulez’s Second 
Piano Sonata (Paris) 
and Strauss’s 4 Last 
Songs (London). 
Death of Weill, 
Nikolay Myaskovsky 
and Bernard Shaw.
1951 He is transfered to Anavryta 
National School where he teaches 
history of music. First performance 
of Pygmalion; mixed reactions 
from the Athenian press for his turn 
towards ‘contemporary’ idioms.
Government headed 
by Marshal Papagos. 
Foundation of the Art 
Association ‘Tehni’ in 
Thessaloniki. First 
performance of 
Kalomiris’s opera Ta 
xotika nera (The 
Shadowy Waters). 
Petridis: Concerto for 
orchestra. Death of 
Levidis. Births of 
Haris Vrondos, 
Dimitris Minakakis 
and Ilias
Papadopoulos. Death 
of Angelos Sikelianos.
Foundation of the 
first Electronic Music 
Studio in West 
German Radio in 
Cologne directed by 
Herbert Eimert. 
Morton Feldman: 
Projections II, V. 
Cage: Music of 
Changes. First 
performance of 
Britten’s Billy Budd 
(London). Death of 
Schoenberg.
1952 He begins teaching Harmony, 
Counterpoint, Fugue and 
Composition at the Hellenikon 
Conservatoire. Collaboration with 
Viyakou’s dance school.
The electoral system 
is changed from 
proportional to 
majority. C.I.A. 
organizes concerts of
First performance of 
Cage’s 4 ’33 ” (North 
Carolina). Birth of 
Wolfang Rihm.
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Performance of Sonata for violin 
and piano in USA by George and 
Aliki Lykoudis.
‘contemporary’ 
music. Births of Savas 
Zaimas, Babis Kanas 
and Nikos Kypourgos.
1953 The Third Symphony is awarded a 
prize in ‘Queen Elizabeth of 
Belgium’ international competition 
for composition.
Foundation of the 
Chamber Choir and 
Instrumental 
Ensemble of Aristotle 
University of 
Thessaloniki by 
Yarmis Madakas. 
Petridis: Requiem gia 
ton Aytokratora 
Konstantino 
Paleologo (Requiem 
for the Emperor 
Konstantinos 
Paleologos) for 
narrator, soloists, 
choir and orchestra. 
Death of Loris 
Margaritis. Birth of 
Christos Hatzis.
Death of Stalin. 
Foundation of 
Concerts Marigny in 
Paris by Boulez (later 
renamed Domaine 
Musicale). First 
performance of 
Stockhausen’s 
Kontra-Punkte 
(Cologne) and 
Shostakovich’s Tenth 
Symphony 
(Leningrad). 
Stravinsky: 
completion of Septet. 
Luigi Nono: 
completion of 
Epitaffio per Garcia 
Lorca. Death of 
Sergey Prokofiev.
1954 Death of his mother. First attempt
at composition of music for ancient 
drama (for the performance of 
Sophocles’s at Anavryta
National School). Composition of 
the Suite for violin and piano and 
the Concerto for Orchestra.______
The ‘Cyprus 
Question’. The Third 
Programme begins 
broadcasting. 
Sicilianos: Concerto 
for Orchestra. Birth 
of George Minas.
Britten: The Turn of 
the Screw Op. 54. 
Xenakis: Metastasis. 
Death of Charles 
Ives.
1955 Hymn for the Aristotle University 
of Thessaloniki.
Government headed 
by Konstantinos 
Karamanlis. 
Foundation of the 
Athens Festival.
Foundation of the 
Electronic Music 
Studio at Italian 
Radio by Luciano 
Berio and Madema. 
Foundation of Die 
Reihe magazine for 
serial and
contemporary music 
in Germany by 
Herbert Eimert. 
Xenakis: ‘La crise de 
la musique sérielle’ 
(article). Boulez: Le 
Marteau sans maître. 
Deaths of Honegger 
and Alfred Einstein.
1956 Hellas, symphonic poem for
orchestra and narrator based on 
Percy Shelley’s text (it was later 
broadcast several times by Athens 
Radio Station for national 
anniversaries). First collaboration
First performance of 
Kalomiris’s Third 
Symphony 
(Palamiki). Birth of 
Christos Samaras.
Nono: H Canto 
sospeso. First 
performances of 
Stockhausen’s 
Zeitmasze (Paris) and 
Gesang der_______
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with the National Theatre for 
Antigone (first performance: 30 
June, ancient theatre ofEpidavros).
Jimglinge (Cologne) 
and Messiaen’s 
Oiseaux exotiques 
(Paris).__________
1959 He begins work on the music for 
the radio programme ‘Lost 
Civilizations’.
Treaties of Zurich and 
London according to 
which Cyprus 
becomes independent 
Republic. 
Performance of 
Theodorakis’s ballet 
Antigone in Covent 
Garden with Margot 
Fontain and Rudolf 
Nureyef. Dragatakis: 
First Symphony. First 
performance of 
Argyris Kounadis’s 
Choricon in ISCM. 
Births of George 
Koumendakis, Nikos 
Drelas and Nikos 
Christodoulou.
Stravinsky: 
completion of 
Movements. Xenakis: 
Syrmos. Death of 
Bohuslav Martinû 
and Heitor Villa- 
Lobos.
1961 Collaboration with the National 
Theatre of Northern Greece for its 
first production: Sophocles’s 
Oedipus Rex (first performance: 19 
August). Pensioned by the Greek 
state.
Kalomiris: 
Konstantinos 
Paleologos (his last 
opera). Theodorakis: 
Phaedra, music for 
the film of the same 
title by J. Dassen.
Xenakis: ‘Éléments 
sur les procèdes 
probabilistes 
(stochastiques) de 
composition 
musicale’ (article). 
Gyôrgy Ligeti: 
Atmosphères. Witold 
Lutoslawski: 
completion of 
Venetian Games. 
Cage: Silence (book). 
First performances of 
Nono’s Intolleranza 
(Venice), Elliott 
Carter’s Double 
Concerto (New 
York).___________
1962 Concertino for piano and orchestra. Composition 
competition ‘Manos 
Hadjidakis’ in Athens 
Technological 
Institute; winners: 
Xenakis and Anestis 
Logothetis. 
Foundation of the 
Studio fur Neue 
Musik of Goethe 
Institute in Athens. 
Nikiforos Rotas: 
Orchisis (oratorio).
Foundation of 
Theatre of Eternal 
Music by La Monte 
Young. Penderecki: 
Stabat Mater. Ligeti: 
Adventures. Xenakis: 
completion of 
Stratégie. First 
performances of 
Stockhausen’s 
Momente (Cologne), 
Britten’s War 
Requiem Op. 66
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Nikos Astrinidis: 
Agios Dimitrios 
(oratorio). Death of 
Kalomiris.
(Coventry) and 
Shostakovich’s 
Thirteenth Symphony 
(Moscow).________
1963 Completion of the Fourth
Symphony and of the String Trio. 
First release of his recorded music: 
Suite for violin and piano (Violin: 
S. Tombras, Piano: H. Tombra) in 
one of the ten disks of 45s entitled 
Contemporary Greek Music 
founded by the Union of Greek 
Composers and the Ministry of 
Education. Concert with works by 
Skalkottas and Papaioarmou in 
Pamassos Hall organized by the 
Studio fur Neue Musik of Goethe 
Institute. Start of series of lectures 
made by Papaioarmou on the 20^- 
century music in Goethe Institute 
with ‘Stravinsly’.
Murder of Grigoris 
Lambrakis. 
Resignation of 
Karamanlis. 
Government headed 
by George
Papandreou. Christou: 
Tongues of Fire, a 
Pentecost Oratorio. 
Sicilianos: Parallages 
se tessera rythmika 
schimata (Variations 
on Four Rhythmic 
Patterns) for 
orchestra (total 
serialism). 
Theodorakis: 
completion of the 
Axion Esti (period of 
‘Artistic Popular 
Music’). Nobel prize 
awarded to Georgios 
Seferis.
Murder of J. F. 
Kennedy in USA. 
Deaths of Jean 
Cocteau, Francis 
Poulenc and 
Hindemith.
1964 Founding member and elected
president of the Greek Section of 
the International Society for 
Contemporary Music. Publication 
of his article ‘Paul Hindemith’. 
First performance of his Fourth 
Symphony by the State Orchestra 
of Athens.
Death of King Pavlos. 
Enthronement of 
Konstantinos II. 
George Papandreou 
and the Centre Union 
win the majority in 
the elections. 
Foundation of the 
Experimental 
Orchestra of Athens 
by Hadjidakis. First 
performance of 
Theodorakis’s Axion 
Esti. Theodorakis: 
Music for the film 
Zorha the Greek.
Nono: La fabhrica 
illuminata. Terry 
Riley: In C. Berio: 
Folksongs. Madema: 
Hyperion.
Alois Zimmermaim: 
revised version of 
Die Soldate. First 
performance of 
Messiaen’s Couleurs 
de la cité céleste 
(Donaueschingen) 
and Stockhausen’s 
Mikrophonie I  
(Bmssels).
1965 Founding member and elected 
president of the Hellenic 
Association for Contemporary 
Music. First performance of die 
String Trio in ‘Bach’ Festival in 
Oxford. Lecture entitled 
‘Imagination, Thought and 
Technique’ delivered in the Greek 
Society of Aesthetics.
Resignation of 
Papandreou. 
Kariotakis: Tria 
komatia gia orchistra 
(Three pieces for 
Orchestra). 
Kydoniatis: Concerto 
No. 1 for piano and 
orchestra, 
Constantinidis: 
completion of
Start of Vietnam 
War. Ligeti: 
completion of 
Requie. Steve Reich: 
It’s gonna rain. 
George Rochberg: 
Zodiac. Penderecki: 
completion of St 
Luke Passion.
Boulez: Éclat. Deaths 
of Henry Cowell,
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Mikrasiatiki Rapsodia 
(Minor Asia 
Rhapsody) for 
orchestra. 
Performance of 
Sicilianos’s 
composition in 39* 
Festival of the 
International Society 
for Contemporary 
Music in Madrid. 
Death of the painter 
Fotis Kondoglou.
Varèse, Winston 
Churchill and T. S. 
Elliot.
1966 First performance of the Fifth 
Symphony by the Cincinnati 
Symphony Orchestra in U.S.A.
Interim Government 
headed by loannis 
Paraskevopoulos. The 
Hellenic Association 
for Contemporary 
Music organizes the 
First Hellenic Week 
of Contemporary 
Music in Athens: 
performances of 
works by Kounadis, 
Nikos Mamagakis, 
Gazouleas, Dimitris 
Terzakis, Antoniou, 
Michalis Adamis (b. 
1929), George 
Tsouyopoulos, 
George Leotsakos, 
George Apergis, 
George Poniridis, 
Skalkottas, 
Dragatakis, 
Logothetis, Xenakis, 
Christou, Yannis 
loannidis and 
Mitropoulos. 
Christou: Mysterion, 
scenic oratorio.
Xenakis establishes 
the School of 
Mathematical and 
Automated Music in 
Paris (EMEMU). 
Ligeti: Lux aeterna. 
Stockhausen: 
Telemusik. Maxwell 
Davies: Notre Dame 
des Fleurs. 
Stravinsky: 
completion of 
Requiem Canticles.
1967 First performance of the Three 
Byzantine Odes for soprano and 
instrumental ensemble in Kassel, 
Germany.
Resignation of 
Paraskevopoulos 
government. 
Government by ERE 
with Kanelopoulos 
coup d’ etat 2H of 
April. Second 
Hellenic Week of 
Contemporary Music 
in Athens. Founding 
of the Ensemble of 
Modem Music by 
Theodore Antoniou. 
Theodoros Kariotakis:
Arab-Israel War. 
Death of Che 
Guevara. Penderecki: 
Dies Irae. Henri 
Pousseur: completion 
of Votre Faust. 
Morton Subotnick: 
Silver Apples of the 
Moon. Cage: Music 
Circus. Xenakis: 
Polytope de 
Montréal. First 
performance of 
Stockhausen’s
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Concerto for 
Orchestra. Christou: 
The Strychnine Lady, 
for one soloist, five 
actors, instrumental 
ensemble, tape, games 
and a red cloth. 
Performance of 
Sicilianos’s work in 
the 4 H Festival of 
International Society 
for Contemporary 
Music in Prague. 
Death of Varvoglis.
Hymnen (Cologne). 
Death of Zoltan 
Kodaly.
1970 ‘Gottfreid von Herder’ prize from 
the University of Vienna.
Death of Christou in 
car accident.
Ligeti: completion of 
Chamber Concerto, 
Holliger: Pneuma. 
First performance of 
Stocldiausen’s 
Mantra
(Donaueschingen). 
Death of 
Zimmermann.
1971 Completion of Tesseris Orfiki ymni 
(Four Orphic Hymns) for narrator 
and chamber orchestra based on 
ancient text which is performed in 
the Fourth Hellenic Week of 
Contemporary Music with positive 
critiques from the Greek and 
foreign press.
In the Fourth Hellenic 
Week of
Contemporary Music 
works by (first 
appearance): Kyriakos 
Sfetsas, George 
Kouroupos (b. 1942), 
Haliasas and Stefanos 
Vassiliadis (b. 1933).
Berio: Still, Ora. 
Ligeti: Melodien. 
Death of Stravinsl^.
1972 First performance of the Concerto 
for Violin and Chamber Orchestra 
in Baden Baden, Germany (Violin: 
T. Apostolidis, Conductor: D. 
Agrafiotis). Invited to stay in 
Brahms’s house by 
Brahmsgesellshaft Institute where 
he starts work on his Double 
Concerto for Violin, Piano and 
Orchestra.
Ligeti: Double 
Concerto for flute 
and oboe. Schnittke: 
completion of the 
First Symphony.
1974 Coup d’etat in 
Cyprus. Fall of 
dictatorship in Greece. 
Government headed 
by Karamanlis. 
Referendum: 
aimulment of the 
monarchy. Xenakis’s 
first return to Greece 
after 1947. Death of 
the poet Nikos 
Kavadias.
USA: Nixon’s 
resignation; John 
Ford new president. 
Ligeti: completion of 
San Francisco 
Polyphony. Death of 
Darius Milhaud.
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1975 Resigns as president of the Greek 
Section of die International Society 
for Contemporary Music and of the 
Hellenic Association for 
Contemporary Music. He gives a 
lecture on his music, entitled ‘The 
Artist in his Studio’, in ‘Tehni’ Art 
Society in Thessaloniki.
New Constitution. 
Renovation of the 
Third Programme 
directed by Hadjidakis 
(who is also appointed 
director of the State 
Orchestra of Athens). 
The Hellenic 
Association for 
Contemporary Music 
and Hellenic 
Organization for 
Tourism organize 
‘Xenakis Week’. 
Sicilianos; Études 
compositionelles (for 
piano and orchestra). 
Kydoniatis: Concerto 
for piano and 
percussion. Death of 
the poet Andreas 
Embirikos.
Spain: Death of 
Franco. Stockhausen: 
Sirius. Philip Glass: 
completion of 
Einstein on the 
Beach. Schnittke: 
Requiem. Harrison 
Birtwstle: The Mask 
of Orpheus. Xenakis: 
Psappha.T>Q2dh of 
Luigi Dallapiccola.
1976 Tribute to his music within the 
Fifth Hellenic Week of 
Contemporary Music. Lecture on 
his work by Sicilianos.
Foundation of the 
Studio for Electronic 
Music by the Hellenic 
Association for 
Contemporary Music. 
In the Fifth Week of 
Contemporary Music 
works by (first 
appearance): Alkis 
Baltas (b. 1948) and 
Agrafiotis. loannidis 
returns to Greece from 
Caracas.
Ligeti: completion of 
Le Grand Macabre. 
Brian Femeyhough: 
completion of Time 
and Motion Study II. 
Death of Britten.
1979 First performance of the Double 
Concerto for Violin, Piano and 
Orchestra in Bochum (Violin: J. 
Abel, Piano: R. Szidon, Conductor: 
O. Manga). Meteorissi ! Suspended 
in the Air, Fantasy for Cello and 
Orchestra in memory of N. 
Skalkottas.
‘International Music 
Days’. Foundation of 
the Centre of 
Contemporary Music 
Research. Foundation 
of the ‘Music August’ 
Festival in Crete by 
Hadjidakis; performed 
works by: Grigoriou, 
Maragopoulos, Eleni 
Karaindrou (1941), 
Xanthoudakis, 
Kypourgos, Riziotis 
and Sfakianaki. Death 
of Michailidis. Nobel 
prize awarded to 
Odysseas Elytis._____
Nono: Con Luigi 
Dallapiccola. 
Feldman: String 
Quartet.
1981 Greece becomes 
member of the
Cage: 30 Pieces for 5 
Orchestras.
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European Economic 
Community. Andreas 
Papandreou and 
PA.SO.K. (Greek 
Socialist Party) win 
the elections.
Schnittke: 
completion o f  
Minnesang. Feldman: 
Triadic Memories.
1983 Awarded the Prize o f  Fine Arts by 
Athens Academy.
Sicilianos: Kassandra, 
tragic cantata for 
mezo, bass, mixed 
choir and orchestra. 
Hadjidakis; 
completion o f  
Ballades tis Odou 
Athinas (Ballades o f  
Athinas Street) 
(songs). Death o f  
Michalis Vourtsis.
Stockhausen:
Samstag aus Licht. 
Glass: Koyaanisqatsi.
1985 Celebration o f  his 75* anniversary 
with concerts and radio 
programmes.
Athens becomes the 
first Cultural Capital 
o f Europe. Foundation 
o f  the first
Department o f  Music 
Studies in Aristotle 
University o f  
Thessaloniki. First 
volume o f  the journal 
Musicologia.
Glass: Third String 
Quartet (Mishima). 
Reich: New York 
Coimterpoint. 
Schnittke: 
completion o f  the 
Concerto for mixed 
choir. Ligeti: Etudes 
for piano. Brian 
Femeyhough: Etudes 
transcendentales.
1989 Death in Athens (9 May). Foundation o f  the 
Institute o f  Research 
on Music and 
Acoustics. Foundation 
o f the Orchestra o f  
Colours by 
Hadjidakis. 
Dragatakis:
Symphony No. 6. 
Deatii o f  Kostas 
Nikitas.
Nono: La lontananza 
nostalgica utopica 
futura.
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